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Introduction 






% Like one college quarter, or one phase at GIT, this system is designed to be gone through in ten weeks, Right 
a ‘now | am challenging you to commit to stick with it for that period. “After the ten weeks you will see a major improve- 
ea ment in your soloing, but as you continue your learning and growing as a musician this material will grow with you, it's 
. “designed to be used over and over. There’s enough vocabulary and information in each of these sections to keep you 
‘yea " busy for many years. It’s taken me at least ten years to assemble many of these phrases and licks. After the ten weeks 
e “start back at your own pace going through material you feel you need work on. 





“You'll Need: : 4 jae - 
1) Your guitar and amp , =: . .er x = 
2) ACD or cassette player for the rhythm Tock SEN at. at ae 


3) An electronic tuner can also come in handy 


: | have carefully organized each of the rhythm tracks to feature a different style of rock soloing. For example, 
there is slow blues, fast blues, minor and major sounding progressions, as well as other modes like phrygian, lydian and 
mixolydian. Also, the first four progressions stay mostly within one key, but at Progression Five they begin getting 
harder—adding key changes. As you work through these progressions you should also go through, at your own speed, 
“the Practical Guide to Harmony and Theory” doing all the assignments. If theory is totally new to you. You may actu- 
ally want to spend some time with the practical guide before you start into these progressions. As you go through this 
system use these guidelines: 


1) There are ten rhythm tracks corresponding to each of the ten chapters, use one each week for ten straight weeks. 


2) For each rhythm track keep a “log” in which you name the phrases and licks you're working on. Devise with 
creative names for your phrases, for example: “Ridiculous Stretching Legato” or “Slippery Arpeggios”. Any name 
that'll allow you to remember the phrase, the weirder the better. I've found this part is very important, without it 
you may forget some of the vocabulary you are building. 


3) At the top of each rhythm track | indicate the tempo with a metronome marking. Be sure you can play in that 
tempo using simple rhythmic groupings like quarter notes and eighth notes as well as the more difficult triplets 
and sixteenth notes. | often find players are so busy going for those death defying licks that they have trouble 
playing in simple, even, eighth notes. 


4) Vibrato is an important part of your sound so | recommend soloing over each progression at least a few times 
focusing only on controlling your vibrato in the suggested rhythms instead of merely vibrating at whatever 
speed your reflexes happen to vibrate at. If you do this exercise you'll build control over those reflexes and 
make your solos much more listen able. (Of course all guitarists don't vibrato in even eighth notes or triplets, 
but wouldn't it be nice if you could if you wanted to.) 


5) Basics are most important! You can always tell how good someone is by how well they do the simple things. As 
in martial arts, sports or any endeavor, basics are the secret of true mastery. The people who are able to stick it 
out through the drudgery and constant repetition of the basics are the ones who become great. 


6) Don't bite off more than you can chew. Howard Roberts once compared learning to juggling: let's say a 
juggler can handle three balls at time, if he adds a fourth he may drop them all. Get the idea? Keep yourself 
challenged with new material but don't add too much at one time or you may become over whelmed. 


7) This is real important: If you're getting frustrated or having trouble keeping up, then my guess is you are doing 
OK, just hang in there, keep doing the exercises the best you can and don't quit! Take satisfaction in the fact 
that you are hanging in there and doing the assignments, not whether or not you can tell if your playing is get 
ting better. | promise your playing will get better. Remember back in schoo! during class and you're watching 
the clock, it moves much faster if you don't pay attention to it. 


Realize this also: 
That feeling you have when you are not satisfied is very important fo help drive you to be best you can be! Adjust 
this system to fit your own needs but stick with it for ten weeks. After that feel free to skip around if you wish. 
Prepare to become a better guitarist! 


Good luck, and remember: “Practice makes perfect!” 
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PROGRESSION 1: DORIAN SOUNDS 
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(Rhythm Guitar Part) 
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Analysis and Scale Choices 


This progression revolves around 
Although all the chords are built 


chord we hear is A minor, 


we are playing in A Dorlan. (Dorian is the sound of a major scale centered around 


Our main scale choice will be A Dorian: A-B-C-D-E-F#+-G-A, Since the A Dorian scale consists of 


all the same notes as G major and E minor, you may use all the same scale patterns. Just remem 


ber that “A” is now the important note. 


Because of their similarities, the A minor 
can be used instead of, or in addition to, 


the “two” chord (ID in the key of G (which is the A minor chord), 
from the G major scale, there is no G chord played. Since the first 
and the progression sounds like it should always return to A minor, we say 


its Il chord) 


pentatonic (A-C-D-E-Q) and A blues scale (A-C-D-E}-E-G) 
the A Dorian scale. Each will have it’s own tonal “color, * 
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Since the harmony is derived from G major, you may go ahead and use all seven of the G major 
scale arpeggios: G, Am, Bm, C, D, Em and Fédim (as well,as their corresponding 7th chord arpeg- 
gios). All of these arpeggios can work anywhere in the progression. Just like the other scale choic- 
€s it’s important how you phrase and exactly where you place, the arpeggios that makes them really 
sound good. So do some experimentation! 


There is one chord in the progression you must watch out for E7, the “five” chord. The E7 chord 
contains a G# note, which will clash with the Gi contained in the Dorian or minor pentatonic’scales. 


~ Over the E7, I recommend the A harmonic minor scale (A~B-C-D-E-F-G#-A). This is a great oppor 


tunity to pull out any A harthonic minor scale,licks!’ Be careful, E7 creeps up’ on you and thén only 
lasts for two bars. Be prepared for it. (If any of this goes whéwt right over” Your head, skip to 
the "Practical Guide to Harmony and Theory” sections and start reading) 


Phrasing and Vibrato 

Tempo: J =120 bpm 

Phrasing: For even phrasing when improvising, use 8th notes, 8th-note triplets and 16th notes. 
If the regular I6th’s are not challenging for you, try using arpeggios. 


Ok... if you are one of those shredder types, you could try I6th-note triplets. This would be equiva- 
lent to regular I6th notes at 180 b.p.m. (shredding); that's groups of six notes squeezed into each 
beat. Be careful to make sure you are “locked-in” with the rhythm, your notes are clear and you're 
not tense. 


Of course, over any of these progressions, go ahead and “float” any rhythm you wish (play as fast as 
you want while not locking-in to the beat). As you do this, try to keep your foot tapping to the 
time, thus strengthening your awareness of the rhythm underneath. This will also improve your abili- 
ty to come out of your “floating” phrases solidly. I think Eddie Van Halen once described this floating 
idea, then ending in solid time, as “falling down the stairs and landing on your feet” 


Vibrato: Vibrato Is like the glue that holds your phrases together. Over each of the progressions, | 
recommend you try to vibrato in specific rhythmic groupings. At this tempo, I suggest you vibrato 
with eighth notes (that's one pull on each eighth note, or two pulls every beat: 1 & 2 & 3 & 4 &). 
If you want a faster, more difficult workout, try triplets. This vibrato workout may sound weird at 

first, but it’s really helpful in improving this technique, which affects your overall style and sound, 


Suggested Phrases and Licks 

Next are some fairly basic A minor pentatonic phrases. Note that many of the licks and phrases in 
this book are presented without a “meter.” This is because most can be played beginning on any 
beat. Also, many can be played as continuously repeating pattems -- each repetition would fall on a 
different beat. 


























































































































Example 1 (cp 4) 
Example 1A: 
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Simple Bending Phrases and Exercises 


Use either your third or fourth fingers for the bends. Whichever finger you use, be sure to support 
the bend with the other available fingers. Play each example repeatedly to build strength. 


Example 3 (cp 6) 
Example 3A: Example 3B: 
4 















































Example 4 (cp 7) 


‘Ascending through the minor pentatonic scale. 


Example 4A: Example 4B: Example 4C: 
























































Example 5 (cp 8) 
Play the following bends with your Srd finger (supported with the 2nd finger). For the high note, use 
the 4th finger. 


Example 5A: Example 5B: 
TPS 
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Advanced Biues Scale Phrases 


These three examples, derived from the A blues scale, covet most of the fretboard. Each phrase is 
notated “in time” with I6th-note phrasing, 


Example 6: 5th Position (cp 9) 
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slides up to the 12th and to the I4th position. 
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Arpeggios with Sweep Picking 
Here are some arpeggio ideas of varying difficulty. We'll expand on these techniques as we move 
through the progressions. 


To a certain point, it's helpful to adjust licks so you can play them with your own style. If you want 
to add a few hammer-ons and pulloffs, or change the picking a little, go ahead. Remember: The 
focus is on building your vocabulary and improving your ability to apply it to soloing situations. 


Sweeprpicking: In Example 9 (D shapes), the first three notes on the G, B and E strings are all 
downstrokes; that’s a “sweep” Just push your pick straight through from one string to the next, 
without stopping - almost as if you are strumming a chord, but with the fingers of the left hand 
fretting only one note at a time. 


Also, it really helps to palm mute with your right hand on the bridge, dampening the ringing of any 
unwanted strings. If this technique is hanging you up, let me give you a tip: Keep trying different 
sweep picking ideas, don’t get bogged down feeling you have to master one sweeping phrase before 
you move to another. You may find that you “get” this technique after the third, fourth or fifth 
sweeping phrase you try. Good luck! 





Three-String Arpeggios: “D” Shapes 5 


Example 9 (cp 12) 3 


oa ——EEEe 
This example moves from a C major arpeggio to a D major arpeggio. These are tlie IV and V 


chords in the key of G major (or the Ill and IV in A Dorian). 
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Example 10 (cp 13) 
| Here we add “Dm shapes. 
‘] 
G majo! 1 C majog Sy Se ——" ino 
ae ££ £ ft 2 «=>__# ae SS 
n———°" Vv v—— m—, Vv v———" 
104 a 4014423. 
| EF 5 6- 43. eave 40- = 
| La 
LB 
i) Example Il (cb 14) 
i > = SIP MEP icciciici Gaara nen 1. 
Notice the “7th” chord arpeggios ascending, starting with E minor? (the VI7 chord in G major), then 
ascending through the harmonized scale. This one uses only “up sweeps;” I've found this phrase really 
helps a lot of people get the hang of sweeping. 
Example IIA: 
Em7 F#m7(b5) 
8va- 
: == 
n e 
40 re 4 e 
FS = : 
Example IIB: 
Gmaj7 Am7 
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Example 12 (cp 15) 


Shape arpeggio idea with a very “brain scrambling’ sequence, based on a Russ Parish lick. 





















































































































































































































































Example 13 (cp 16) 
A Mike Ward style lick using “C” shapes. 
Am et —c 
r 23 rts i 
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Example 14 (cp 17) 


A combination of Examples 12 and I3. 
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Example 15: Legato Phrases (cp 18) 
I call this one “Even Stephen Legato” because all the notes are played as even 16th notes. You can 


use this sequence to move through any of the seven “three-note-perstring fingering patterns’ (see the 
Scale Glossary). 
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Example 16: Free or Floating Phrases (cp 19) 


Like I mentioned earlier, we don't always have to play in meter. These ideas can be ‘floated’ at any 
Speed you wish, over the progression (the faster the better). The important thing is to not lose 
track of where you are and to be able to resolve your phrases on strong beats. 
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‘ 17: Harmonic Minor Over The “Five” Chord (cp 20) 

ee jis one simple ‘floating meter’ phrase using the A harmonic minor scale (A-B-C-D-E-F-G?-A). 
Because it includes *G#" (the 3rd of the E chord), it works better over the E chord than the A Dorian 
or blues scales. Another popular idea is to play diminished 7th arpeggio phrases starting from a half- 
step below the key note (in this case, G#). You will find a couple of cool ones described for 


"Progression 9. Adjust them to the right location so they contain a Gf. 

































































Your Assignment: Improvise over Progression I, using the play-along recording, at least five times 
(V/2. hour total a day for five consecutive days. Work on new phrases, rhythmic groupings and 
vibrato. Always tap your foot! 


Keep a log and give names to each new phrase you develop. (Name your old favorites so you can 
keep track of those as well) By the end of the week, have at least three new phrases in your 


vocabulary. Then take a two day break. \ 
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_PROGRESSION 2: 
PHRYGIAN AND EXOTIC SOUNDS 
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and Scale Choices 


Like in the first progression, here we also use chords from the key of G major, but again, the sound 
is not centered around G. This time it’s centered on the Ill chord: B minor or BS. 


So, our main scale choice is B Phrygian (B-C-D-E-F#-G-A-B), which contains the same notes as G 
major, only centered on B. This scale works throughout the whole progression. If you're not familiar 
with the Phrygian Mode, it’s "Spanish/Exotic’ sound should jump out at you. It's very cool! (Refer, if 
necessary, to the "Practical Guide to Harmony and Theory” chapter on modes) 


Extra Scale Choices for Section A: 


The harmony is very open, in other words, the notes and chords don't clearly define particular scale 
Cholces, so the options are many. Let's check out some exotic ones. 








Phrygian Dominant ’ 
Phrygian normally has a minor third. In Section A, since there is no third played in the BS chord, 
we have the choice to color the chord major as well. 


In B Phrygian, if you raise the minor third to a major third (D to Dé), keeping the other notes the 
same, you get a scale sometimes called “Phrygian dominant.” (We call it “dominant” because it contains 
a major 3rd and a 7th, like a dominant chord) E a 


The B Phrygian dominant is:miade up of the same-notes as E harthonic minon-so you don't have. to 
leam new scale pattems. (See your Scale Gidssary for harmonic qindr fingering patterns). To play 
Phrygian dominant, remember this: Go up a fourth (5 fret), and play harmonic tninor. So, in order . . 
to imply B Phrygian dominant over Section A, play E harmonic minor. 


Phrygian Major 
When using Phrygian, try not only sharping the third, like Phrygian dominant, but also sharp the 7th 
(in B Phrygian, that’s the A note moved up to A). Some people call this the “Gypsy minor” scale, 


this one’s “out there.” 
Here are all three Phrygian scale fingerings. For more ways to play these, see your Scale Glossary. 
B Phrygian (G major) 













































































Diminished 7th Arpeggios: 

For a “Neoclassical Sound,” try playing diminished 7th arpeggios starting on "C’ (the bil). Since dimin- 
ished arpeggios are symmetrical, any note in the arpeggio can be considered the root. The C diminr 
ished arpeggio is spelled: C-Eb-Gb-A, so you can actually play the Eb, Gb or A diminished arpeggios 
and achieve the same effect! 


Remember, the above scale choices work only for Section A, they don’t work too well for Section B. 

















Scale Choices for Section B: 2 


Because there are several chords in this section which flefine the harmony, our scale choices are 
more limited here than in Section A. For Section B, I recommend the B Phrygian/G major scale. 


Japanese Pentatonic: There are several of these scales, but this one works well over both Sections 
A and B (you've heard it before in old movies and as background music at Sushi places). Try it out! 


























Phrasing and Vibrato 

(Tempo: J = 100 bpm) 

Phrasing: For “even phrasing’ when improvising, use 8th notes, 8th-note triplets and I6th notes, 
If you can play I6th-note triplets (that’s Groups of six notes over each beat), go for it! 


As before, you can go ahead and “float” any rhythm, playing as fast or slow as you wish, but work at 
keeping your foot tapping to help strengthen your awareness of the rhythm undemeath, and make 
sure you exit your phrases solidly. 


Vibrato: For this tempo, try a slow vibrato-control workout using 8th notes (that’s one pull on each 
eighth note ~ | & 2 & 3 &, etc). For a faster feel, try triplets (that’s three pulls every beat), 


Suggested Phrases and Licks 


Since we are using a mode of G major, any phrase or arpeagio used in Progression 1 should also 
work here in Progression 2, just adjust the thythm to fit at this slower tempo. 


Example 18 (cp 22) 
Here is a run that isn’t too hard to Play fast. It actually sounds harder than it is. As it moves diag- 


onally through several fingering pattems, it repeats the same phrase in three octaves, Although this 
pattern is written ascending, experiment with reversing the idea to descend. 

















































































































' Example 19 (cp 23) c 
Flext is a Phrygian sequence combining picking and legato: Play slowly and break the idea down into 


smaller segments. Numbers below the tab indicate which"left hand fingers to use. 
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Examples 20 & 21 (cp 24 & 25) 
Here are two very simple repeal 


ting phrases. Use strict altemate picking and Temember Massive 
repetition! 


Example 20A: (Ascending) 
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Example 21B: (Descending) 
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Ges were made popular by the amazing Paul Gilbert. The timing 


plets), but they could be played as even sixteenth notes as well, 
“xamples are written in only one fingering pattern, they are, of course. adjustable 
throughout all of the other major scale “three-note-perstring” patterns, 


Altemate Picking: Make sure you're using strict alternate (down-up) picking. The best way to 
improve your speed and get the left and right hands synchronized is to start with basic ideas and 
master them through massive repetition. 


One more thing. try adjusting these sequences to Phrygian dominant and Phrygian major as well, 
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Example 23 (cp 27) 








This example is actually Example 21 applied to the entire Phrygian scale fingering. Again, try apply~ 


ing this pattern to all seven three-note-per-string patterns and use strict alternate picking. 
Example 234A: (Ascending) 
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ios and Sweep Picking P A e 

| | Since this progression is in the B Phrygian mode, you can use all the arpeggios in that mode (same e 
as Q major). Let's try playing the G harmonized scale. e 

Example 24: The G Harmonized Scale ~ Using “D” Shapes (cb 28) be! 

| This next example again makes use of what T call *D° shape arpeggios, because they use the same 
\ form as the good, old open D chord: : . e 
| ? e 
1=G major . % [eA minor T=B minor ” IV=C major e 
| 8va sass, - a ot 
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Example 25: The G Harmonized Scale ~ Using “C” Shapes (cb 29) 


I call the shape arpeggios because they use the 
as both sixteenth note or triplet patterns. 





same form as open € chord. They work easily 


I=G major 
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Example 26: Circular Arpeggios (cD 30) 


Big Triad Sweeps: | got this idea from Kei Marioka, and | think he may have gotten it from Marty 
Friedman or Jason Becker. He called it “circular arpeggios” because when you play it, the notes on 
your fingerboard roughly follow a circle or oval shape. | expanded on this idea in the second exam- 
ple, as figure eights, These are really cool sweeppicking licks! 


B minor triad 
8va--- 











































































Example 27: Figure-Eight Arpeggios (cp 31) 


B minor triad 
va 
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Example 28: Sliding Legato (cD 32) 
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Example 29: Big Slides (cD 33) 


Example 29A: 
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Example 29B: (using Japanese pentatonic) 


eccoesseoe 
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Your Assignment Improvise over Progression 2 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic groupings and vibrato. Always tap your foot. 


Keep a log and give names to each new phrase you develop. By the end of the week, have at 
least three new phrases in your vocabulary. Then take a two day break. 








PROGRESSION 3: SLOW BLUES 
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Analysis and Scale Choices 


Blues is something most good players can play in their sleep. This version is the traditional “quick 
change I2-bar” in the key of A. The rhythm is a slow shuffle. We call it “I2-bar" because there are a 
total of 12 measures (or bars) each time through. 


The term shuffle means a “triplet feel” type groove, accenting the first and third beats of each triplet: 
Itriplet, 2-trip-let, S-triprlet. 4-trip-let, etc.. 


In the blues, it is typical that only the I, IV and V chords are played (you know, chords built on 
those steps of the major scale). When harmonizing the major scale using triads, these three chords 
are all major. When the chords are extended to the seventh, the I is a Major 7 chord, the IV is a 
Major 7 and the V is Dominant 7. 


Ditch cs oie tages 2 Sa aaa ett tet Ee) 7), 0 lal 














Well, the blues don’t follow those rules. In a typical blues progression, all three chords are played as 
dominant 7th’s. In a minor blues progression, the I and the IV chords are usually minor and the V 
chord is usually a dominant 7th. Often in rock, we don't play thirds in the harmony at all; that’s 
what I did here. Every chord is built with only a root, 5th, and an alternating major 6th to play the 
traditional Chuck Berry riff with the little finger stretch. This gives you, the soloist, the most scale 
options. 


The term “quick change” just means the IV chord is played on the second bar retuming to the I 
chord in the third bar. Inthe traditional “Johnny B. Goode” style 12-bar ferm, the first four-bars are 
the I chord (that’s sometimes called a “slow change blues’). I think’the “quick change” evolved because 
it helps keep the chords interesting and moving‘along when playing at a stow ‘tempo. ns 


The last two bars are called the “turn-around” The tumraround is any chord progression that helps 
lead you back to the beginning of the song, There are many ways to play tumrarounds, | chose a 


simple descending riff, starting on the A in the eleventh bar and ending on the V chord (E) at the 
twelth bar, 


As | said, the harmony is very open (none of the chords contain a third), so you are free to color 
them major or minor. The first scale choices | recommend are the A blues and A minor pentatonic 
scales; both work throughout the whole progression, beginning to end. 


The major pentatonic scale also works throughout. If you wish, go ahead and switch back and forth 
from major pentatonic to minor pentatonic. 


A Major Fentatonic scale (‘box” fingering): 




















©) = major third 


A Minor Pentatonic scale ("box” fingering: 


























root 
minor third 


For Advanced Players: 


There's an old trick that's really cook Try playing A major pentatonic over the | chord (A), and when 
it changes to the IV chord (D), switch to A minor pentatonic (these scale choices are marked in 
parenthesis over the progression). 


This trick works even better if you center your phrasing around the major third to minor third 
switch: C# over the A chord, and Ck over the D chord. This also works out to be the major third 
over the I chord and the b7 of the IV chord. Over the last four bars, try just playing minor penta- 
tonic. 


* For a larger note choice, try using A Dorian (that’s the G major scale). And for a more sophisticated 
major or dominant sound, try A Mixolydian (that’s D major). Although you don’t have to switch 
scales, it works well to play A Mixolydian on the | chord and then A Dorian over the IV chord. You 


could also think A Mixolydian over the A chord and D Mixolydian (G major) over the D chord, which 
really amounts to the exact same thing. 

















f 





If any of this stuff goes whew. over your head, don't worry. As you work with it, it will become 
Clearer. (You may want to skip to the "Practical Guide to Harmony and Theory” section) 


I'm not using any arpeggio examples in this section, but I sometimes like to use dominant ary 
over the chords. For example, over A play A7, over E play E7 arpeggios, etc. 8 


_ _ For Real Advanced Players: - 7 “ 
m A cool ‘jazz sounding’ idea Js to play A Lydian b7 over the A, and D Lydian $7 over the D (This is 
the fourth mode of the melodic minor scales An easier way to think is: Go up a fifth from the 


chord (7 frets) and then play melodic minor) See your Scale Glossary for the melodic mindr and an 
Lydian $7 scale patterns. 


peagios 


Summing Up: Although your scale choices are many, I recommend that you have many good old 
pentatonic/blues scale phrases up your sleeve. 


Phrasing and Vibrato 
Tempo: Slow (J = 75 bpm) 


Suggested Phrases and Licks 

Many of the phrases from the other Progressions will work here as well. Of course, you'll need to 
make small adjustments so they'll fit at the slower tempo and new key center. One of the most 
Important things to do with this program is mix and switch many of the phrases over different pro 


Gressions. That's what improvising is all about! The spontaneous reorganization and adapting of 
phrases and licks you already know. 


Vibrato: For a slow, even vibrato control workout, use triplets. When improvising try the triplet 
shuffle. The shuffle thythm is an uneven eighth note feel, playing on the first and third parts of 
each triplet. Also, try out constant triplets (see the first suggested phrase). 


Again, go ahead and “float” any rhythm that “feels good” Play as fast or slow as you wish, while not 
locking up to the beat. Be sure to keep your foot tapping to help your awareness of the rhythm 
underneath and make sure you exit your phrases “landing on your feet” squarely and in time. 


Example 50: Slurs for moving through the pentatonic scales (cD 35) 
Here's a great pentatonic exercise you can play in a triplet feel, thats movable through all five penta 
tonic patterns. Be sure to work it through those fingering patterns that you may not use as often. 
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Example 31: (cD 36) > . 

Examples 51 and 52 are two phrases that feature the Change from major Srd to minor third 

reflecting the I to IV chord movement. 
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Example 35: Slow Bends and pulFoff’s in A Minor Pentatonic (c 3D 38) 


Here are three simple 60's style, fifth position blues licks. In blues, it's not always so important what 
you play, but how you play it. Put feeling into that vibrato and those bends. 
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Example 36: Clapton “White Room’ Lick (cp 41) 
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Examples 37 - 40 are difficult, but totally cool, modern blues licks for total shredders. In the con- 
text of a slow blues, I suggest playing them real fast and “float” them over the rhythm. 


Example 57 (cp 42) 
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Work on new phrases, rhythmic groupings, vibrato and always tap your foot. 


And remember to keep that log! By the end of the week, have at least 
Vocabulary. Then take a two day break. 





Your Improvise over Progression 3 at least five times a day for five consecutive days. 
og 


three new phrases in your 
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PROGRESSION 4: 


FAST “STRAIGHT-BIGHT’ BLUES 
(Johnny B. Goode Style’) 
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Analysis and Scale Choices 


Here is another version of the Blues that every guitarist should be able to play in his (or her) sleep. 


The feel is “straight eighths" (even steady eighth notes) as opposed to shuffle (triplet fee as in the 
Progression 5. This time the key is Bb, a little unusual for guitar these days, but good practice (Bb 
was the original key for Johnny B. Goode by Chuck Berry). 


Like most blues, we only use the I IV and V 
only a root, 5th, and an alternatin 
soloing are many. 


Chords. Like Progression 3, each chord is built with 
Ig major 6th (little finger stretch). So again, your scale choices for 


The “turnaround” here is real simple, throug 
that for simple). OF course, there are differ 
totally stripped down. 


ih the last two bars we just stay on the one chord (how's 
rent ways to play the “turnarounds” but this version is 





Scale Choices: 


In this case, the harmony is very open. You are free, té 


‘olor the chords many different ways. First 
choice: the Bb blues scale and Bb minor pentatonic throu 


ighout the whole progression. 


As in the last progression, you can switch from Bb major pentatonic over the | to Bb minor penta- 


€ this progression is moving along so fast, you may want to pick one scale 


and just stay with it. 
You can also go for Bb Dorian (Ab major scale). This will givé you a chance to use your*major scale 
pattems and licks, and give you a mote Sophisticated sound that’ the blues ale. A cool tri 


ick is to 
add the “b5" CE", or technically Fb in this key) to the dorian scale: giving it a*biuesy sound. = 


Bb Dorian with added b5: 

















Lastly, for a sophisticated major sound, try Bb Mixolydian (Eb major). 


This may sound a little strange 
at first, but check it out! 


highly recommend good old traditional pentatonic/blues scale Phrases, they'll always come in handy. 


Phrasing and Vibrato 
Tempo: Pretty darn fast! (J = 160 bp.m) 


Phrasing: For “even phrasing” when improvising, be sure that you can smoothly and aggressively play 
cighth notes while picking all downstrokes; this will keep your time sounding very solid. 


This isn’t carved in stone but it’s a handy rule: When playing eighth notes, use all downstrokes (that 


Is unless you're strumming an acoustic guitar), To test this, try playing eighth notes - repeating one 
note over and over = using all downstrokes. Now do the same with altemate picking. Do you hear 


the difference? 1 rest my case. For a cool slow staccato “stop action effect’, try muted quarter note 
triplets. If you really want to rip, try sixteenth notes. 


over the rhythm (playing as fast or slow as you wish, 

P your foot tapping to help make sure you exit your phras- 
es solidly. Keep in mind that while playing cascades of notes in a floating kind of rhythm may be 
an excellent Sound for “shredding’, it may not be stylistically appropriate to the feel of the song you 

are Playing, “Always check out the great players in each style. Listen to how they phrase. Do they 
always ‘lock-in’? Do they seem to float across the top? What kind of scales are they using? ete. 


Keep in mind, basics are real important. Be sure you can play those even meters first before you 
start forgetting about the time and “floating” all over the place. 


Vibrato: For an even, slow ‘vibrato contro!” workout, try quarter note triplets, 


Suggested Phrases and Licks 
Example 41 (cp 47) 


Here's an example of a hammeron/pull-off phrase that’s movable throu 
It's a bit of a challenge, however, because these are 


one location, playing it repeatedly on only two strin 
hard, try it slower as eighth notes. 


igh all five pentatonic patterns. 
all sixteenth notes. You might try using it in just 
gs until you build up your speed. If it’s still too 
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Apply these babies the rest of the way up and down the pentatonic fingering pattem. And be sure 
to use them through those other pentatonic fingering pattems that you may not know as well This 
exercise will definitely increase your mobility all over the fingerboard. 


The indicated picking may or may not work for you. It uses all outside string crosses; doing that 
gives you upstrokes on down-beats and downstrokes on up-beats. Whether you use inside or outside 
string crossing, | recommend altemate picking. 


Classic Chuck Berry Style Phrases 


These next phrases work throughout the progression. Chuck uses a combination of blues, Dorian 
and Mixolydian scales. Each phrase is played with a straight eighth feel. I suggest using a clear, 
twangy sound for that classic 50's sound. 


Example 42 (cp 48) 
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Example 45 (cp 51) 
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Example 46 Double~stops (cp 52) 
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Double-stops are twovnote chords. Here are double-stops derived from Bb Dorian on the 2nd and 
rd strings. 
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This neck diagram indicates the doublestops in thirds for Bb Dorian (as played in the above exam- 
ple), 























Down Hill Picki 


This is a special alternate picking segment to help you improve your left and tight hand synchronizax 
tion and picking speed. Use these exercises over the progression and also as a daily exercise. You 
should adjust them to other keys as well. 








Why do I call this “Downhill Picking’? I grew up in Seattle and like most people from up there, | was 
a skier. I noticed when beginners were in ski school, their instructors gave them real short skis and 
put them on fairly flat slopes, so they could get the hang of it gradually. The idea was, each time 
they came back to the mountain, they would gradually progress to longer skis and steeper slopes. 
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_ Imagine if you took a beginner up to the most difficult and steepest hill. with icy, five foot moguls, 
» gave him six foot long skis, told him to go for it and then gave him a push. He might have a bit 
of trouble, I doubt he'd enjoy himself or get very good at skling (he might even get killed), 






» Long ago, I'd made a decision to leam how to pick fast. I figured I'd get a bunch of real difficult 
Paganini and Bach pieces together and work at them like crazy; picking every note. After a few 
years, guess what? I still couldn't pick very fast. : 

~ You know what, I had attached a lot of pain to picking ~ | didn't tke it and actually ‘I got better at 
my hammeron’s and pull-off's 


-o ‘ey 
“ nS 
My original idea was: If I could handle the hard stuff, then the easy SiiPctetibe a beeen ae 
problem was, the hard stuff never got very fast! It was as if | was always struggling on the steep 
hill with moguls. I finally wised up and got the idea to reverse the process, and using the idea from 
above, work out on short skis first. Within a short time, I could shred through the following exercis- 
es fairly fast. 





This is how | shortened my skis: 


D Instead of scale patterns with lots of notes, I created small phrases that repeat over and 
over, allowing me to concentrate mainly on left and right hand synchronization (I borrowed some of 
these ideas from Paul Gilbert and other fast players). 


2) Whenever crossing from one string to another, the pick only picks on the outsides of the 
strings, so as to isolate and develop only one type of string crossing at time. 1 also found’ in my 
classes at GIT and AIM that most guitarists, including myself, find it easier to outside cross, 


“Outside” versus “Inside” string crossing while Alternate Picking 





The motion of the 
pick during an 
“outside” string cross. 





The motion of the 
pick during an 
“inside” string cross. 














5) I put all the notes up high on the neck, so when picking, the string would be more rigid 
and not vibrate as much. This gives the pick a more solid and stable target than if the string is 
played at the lower frets or open. 


4) I think it’s harder to pick the high strings because they are thin and the pick more easily 
grabs or gets caught on them, so all these are on the "D” and *G" strings. 
How To Practice Them: 


1) Play them as fast as possible, try using a metronome and setting it faster than you can 
play, then furiously try to catch up, challenging yourself. 


2) Also play them slower and in total control, absolutely perfectly synchronized, correcting 
any mistakes, not allowing yourself to be sloppy. 


3) Throughout, I recommend using right hand palm muting on the bridge, and make sure 
every note is clear. 
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Examples 47A ~ D (cp 53) : e 
These examples are written in A Dorian To play them over Progression 3 slide them up one fret. © 
That will place them in B> Dorian. e 
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Examples 48A & B (cp 54) 

facie tei i 

These next two examples add a new rhythmic device to our picking patterns. Each of these phrases 
“consist of an odd number of beats. Example 48A is two and one half beats long, and 48B is three 
beats long. When played repetitively, each of these phrases will keep starting on a different part of 
the measure. This gives the phrases an intricate and unpredictable “swirling” quality. 
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Your Assignment: Improvise over Progression 4 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic groupings and vibrato. Remember, always tap your foot! 


Remember to keep a log and give names to each new phrase you develop. Try to adjust licks used 
over the other rhythm tracks to Progression 4 as well. By the end of the week, try to have three 
new phrases in your vocabulary. Then take a two day break. 
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PROGRESSION 5: LYDIAN SOUNDS 
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After “bluesing out” for Progressions 3 and 4, now kt's go for a more intellectual challenge with the 
most complicated progression so far. You may want to go through this text very carefully, If you 
have trouble, don’t get frustrated. Hang in there! After all, you can’t expect to crank through this 
‘one like Steve Vai or Joe Satriani right away de patient. 


The first difficulty with the progression: there =e four key changes, one every eight bars. As a 


good rock player, you should be able to hande tis (Jazz guys sometimes change keys every two 
beats) 


oon Serer eter eee nt ke hh hh 








The other difficulty may be a general lack of experience playing Lydian mode, due to the fact that 
in the past it's been kind of a jazz-fusion scale. Well, mare and more nowadays you hear it with 
loud rock. It’s one of my favorite sounds. 


If you compare Lydian to major, you'll see they're the same, except for one note right in the middle: 
its a #4th, the same as the unstable $5th used in the blues scale (also called the tritone. So essen- 
tially, Lydian is a major scale with a really cool note right in the middie! * 


* ~ + Sad 
Analysis and Scale Choices - * ee fey . 

There is only one place within the harmonized major scalé that two major trlads‘occur next to each 
other: the IV and V chord. This progression altemates back and forth between these two major 
Chords. Furthermore, | establish the IV chord as the main tonal center by playing it first and using 
Its root as a pedal tone undemeath both chords. The term pedal tone is used to describe a con- 
stantly recurring or sustained bass note underpinning a changing harmony. 


Look at the progression, it's comprised of four sections. Each section is identical except they are in 
different keys. | created Section A, then used the same chords up a minor third for Section B, back 
down a minor third for Section C and lastly down another minor third for Section D. So, whatever 
you play in your solo you can just move it up and down in minor thirds. 


Each section is eight bars, so stay on top of it. You must anticipate those key changes. If you 
practice this, it’ become a very useful skill. 


Scale Choices: Section A 


C major and D major chords both over the pedal tone °C.” (The IV and V chords in G major) 
Pay °C Lydian.” 


C Lydian equals the same fingering patterns as G major and E minor 


If you're a rock guy who likes to play minor pentatonic, you should know: C Lydian, G major, and E 
minor are all the same. If it's easier, go ahead and use E minor or E minor pentatonic patterns and 
licks, the resulting sound will be C Lydian. 


Section B: 

Eb major and F major chords both over the pedal tone “Eb” (The IV and V chords in Bb major) 
Pay “Eb Lydian.” 

E> Lydian equals the same fingering pattems as Bb major and G minor. 

Section C: 

The same as the A section. (The IV and V chords in G_ major) 

Back to °C Lydian.” 

Section D: 

A major and B major chords both over the pedal tone “A” (The IV and V chords in E major) 
Pray *A Lydian.” 


A Lydian equals the same fingering pattems as E major and C# minor patterns. 


Phrasing and Vibrato: 

Tempo: J = 145 bpm 

Phrasing: For “even phrasing’ (like the last progression), be sure you can smoothly and aggressively 
play eighth notes, picking all downstrokes. 


The next faster rhythmic phrasing would be eighth-note triplets, like Progression 4. These are a bit 
of a challenge to play against the straight feel. For fast, even phrasing, try sixteenth notes. 


For that cool, staccato “stop action’ feel, again try quarter-note triplets. 
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Lastly, “float” any meter you wish over the rhythm (play as fast or slow as you wish. while not locking 
up to the beat), but keep your foot tapping to help you make sure you exit your phrases solidly, 
Again, let me remind you that basics are real important: be sure you can play solidly “in time” 


Vibrato: For an even, slow “vibrato controf’ workout, try quarter note triplets. For a faster vibrato, 
try an eighth note rhythm. 


Suggested Phrases and Licks 


Sections A and C are botti’in the C Lydign tonal center, the same notes 8 G major, E mitior, A 
Dorian or B Phrygian, So, you can use all the phrases. from Progressions [’ and 2 here as welll 


Also, the “downhill picking’ phrases from the last progression work great here too. They may even be 
more playable at this slower tempo; be sure to slide them up or down three frets over the key 
changes where necessary. 


Over Sections A and C, go ahead and play those licks and phrases exactly as they're written. 
During the key changes in Section B, just slide ‘em up three frets. For Section D, slide down three 
frets. 


One of the most important things about improvising is being able to adjust your vocabulary (licks 
and phrases you already know), spontaneously reorganizing them into different situations. | don’t 
think many good soloists actually make up cool phrases on the spot, they reorganize them on the 
spot. 


If you use phrases from the previous sections, one of your jobs will be to adjust the timing of those 
phrases for the different tempos here. 


Alll of the following phrases are written in °C Lydian” Transpose each of them to Eb and A for 
Sections B and D. 


Example 49 (cp 56) 


Let's start with this very simple, slow phrase. It features the important Lydian notes, the #4 and the 
major 3rd. 


Notice each bar begins on F¢ (the #4). Use this as a demo lick for C Lydian. Slide it up three frets 
for Section B and down three frets for Section D. 


#4th = Sth 9th $4th = Sth_)—smaj 3rd 


ee 


ER — - é 

2 
Example 50 (cp 57) 
This example “sweeps” through three fournote arpeggios derived from the C Lydian (GQ major) mode: 


Gmaj7, Cmaj?7 and Fém75). The phrase ends on an Fé (the $4), nicely emphasizing the Lydian 
sound. 
































4 














































































Recents) 

oe F @ 

=] SS SS ° 

————— e 
nr a, EE vv, aes V ah 















































| 
sll 











—2 << ee eaeenned 
et = — —_ 7 = = 
———— v nm v n v————, rn 
EE = : ——— — 
i : 5 E = 3 = 2 
Example 52 (cp 59) 
Slurs give this example a legato sound. 
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Example 53 (cp 60) 
These three very cool “diagonal” phrases are borrowed from Kei Marioka. 
Example 53A 
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Example 51 (cp 58) 





ee 
Slides connect the three sweeprpicking arpeggios (Em, © and D) in this example. 













































































































































































































































































































































































































































































































Example 54 (cp 61) 
The #4 in Lydian can also be called @l, especially when It is used In chords or 


4 in Lydian can also be called ll, especiall 
Cmaj7(@I) arpeggio played with legato phrasing. (Reverse and use pull-off’s to descend) 


ly when it is used in chords or arpeggios. Here sa 
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Example 55: More Arpeggios (cb 62) 5 
The following arpeggios are on the difficult s 1 free to break them down into smaller pieces, 
The indicated “economy’ picking is just a suggestion. Try it! If it doesn’t work for you, go ahead and @ 
use whichever picking patterns come naturally to you. e 
e 
Example 55A; Cmaj9/legato style Arpeggio e 
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e Example 56 (cp 63) 
$ Fleve Ts a Scnley Tea ON A 
Here is a scaler idea with strict altemate picking. The first example ascends on one string and the 
second example descends on one string. 
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Example 56B 















































Example 57 (CD 64) 


Here is a legato style single-string passage. 


Example 57A 


[ESE Se rae er ep er TP eee Bees Peep Caen 
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Your Assignment: Improvise over Progression 5 at least fi 


ve times a day for five consecutive days, 
Work on new phrases, rhythmic groupings and vibrato, alw, 


ays tap your foot. 


Remember to keep a log and give names to each new 
over the other rhythm tracks to Progression 5 as well. 
new phrases in your vocabulary. Then take a two d 


Phrase you develop. Try to adjust licks used 


By the end of the week try to have three 
lay break. 
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AND MIXOLYDIAN SOUNDS 


(Rhythm Guitar Part 
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We are more than halfway through the ten progressions. now, your vocabulary should be growing as 
well as your ability to apply it to different tempos and keys. 


This next progression features major sounds but with a $7 that’s Mixolydian. As with Lydian, this 
scale (or mode), when compared to a major scale, has only one different note: the 47. 


Continuing with our more Challenging progressions, this one has a key change half way through. It 


also has a slow and laid back groove that should help you focus on playifig melodically. 


* % = aes M3 
You may notice a whole bunch of chords that are written like fractions (D/F#). These are called “slash 
chords. They are simply chords with a note other than the root played in the bass. The chord is 
indicated first and the bass note is indicated after the slash. 


ree 


Sections A and B of this progression are identical, except each is in a different key. Both sections 
are sixteen bars long and feature a “dominant 7th’ or major chord as the main tone center. (Be sure 
to follow the repeat signs on each line) 


Each section can be split in half. The first half starts with the I chord, then moves to the IV chord 


with its Srd in the bass (D/F% and F/A). Next is the IV chord with its 4th in the bass (D/G and 
F/Bb). 


In the second half of each section, like the lydian (Progression 2), major chords are played a whole 
step apart. In Section A, A/B and G/A (A major and G major) could be considered the Sth and 4th 
Chords in the key of D major; notice here we play the 5th chord first. To make the chords more 
interesting I play them over their second steps: “B" in the bass of the “A” chord. and A” in the bass 
of the "G” chord 





Its not necessary to understand all this to be able to play a good solo over these chords. If it come 


Pletely blew over your head, you may want to relax, pour yourself a soothing beverage and skip to 
the Practical Guide to Harmony and Theory. 


Section A: 

Mixolydian ts the fifth mode of the major scale. Here the chords revolve around "AZ", the V chord in 
the key of D major. For soloing, you can use the D major or B minor scale pattems and licks, as 
well as all the arpeggios in the key of D major The resulting sound will be A Mixolydian. 


Section B: 


Just like Section A, moved up a minor third, the sound here is C Mixolydian. For soloing, use F 
major or D minor scales, licks and their arpeggios. 


Major Pentatonic: 


Probably the most used scale for guitar solos over this type of progression is major pentatonic. Use 
A major pentatonic for Section A, then C major pentatonic for Section B. 


Although major pentatonic does not contain a $7, the other important notes like the root, 2nd, major 
Srd, Sth and major 6th are all there. This scale can be used in place of both the major and the 
mixolydian mode, precisely because of it’s lack of a 7th. 


If you are used to playing minor pentatonic, remember this: Just slide the minor fingering patterns a 
minor third down (3 frets) to play major pentatonic. Keep in mind, the root and other significant 
notes will now fall in different locations within each pattem. 


Another interesting scale choice that can be used in the second half of each of the two sections is 
Lydian 57. This is actually one of the melodic minor modes; I'll cover it at the end of this section. 




















Tempo: Medium speed shuffle (J= 130 bpm) - 
Phrasing: Be sure that you can smoothly and aggressively play along in the shuffle rhythm, picking 
all downstrokes. Also try triplets, and for a more. challenging rhythm, try sixteenth notes. 


Lastly, “float” any meter you wish over the rhythm (play as fast or slow as you wish, while not 4ocking 
up to the beat), but keep your foot tapping to help you make sure you exit your phrases solidly. 
And don't forget about that foot; you should be getting better at this. a 


Basics are real important; be sure you can play “in time” as well as floating all ovér the place. 


Vibrato: For an even, slow “vibrato controf’ workout, try quarter notes. For a faster vibrato, try 
quarter note triplets. 


Suggested Phrases and Licks 


All the following phrases are written in A mixolydian. Just slide them up three frets to °C’ for 
Section B. 


Example 58 (cp 66) 


en 
f Let's start with some of the traditional major pentatonic phrases used by great guitarists. 


| Example 58A: Duane Allman style 
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Example 58C: Jimmy Page 
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Example 59 (cp 67) ( 
Here are some cool half-legato hall-picked, sequences. Each moves through the three-note-perstring @ 
scale pattems. This neck diagram shows the three-note-per-string fingering pattem for A Mixolydian, @ 
B minor or D major. e 
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Example 59E: Circular Arpeggios 


A major triad 
8va 




































































Example 60: A7(#9) (cD 68) 
This example has a bluesy “altered dominant’, due to its use of both the major and minor 3rd's 
(the 29). 










































































Example 61: A Lydian 7 (aka. Lydian Dominant) (cD 69) 


Over the second half of each section of the progress 
is the fourth mode of the melodic minor scale), 





» you can try using the lydian $7 scale (this 
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Your Assignment: Improvise over Progression 6 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic groupings and vibrato (always tap your foot). 


Remember to keep a log and give names to each new phrase you develop. Try to adjust licks used 
over the other rhythm tracks to Progression 6 as well. By the end of the week, try to have three 
new phrases in your vocabulary. Then take a two day break. 
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PROGRESSION 7: NATURAL MINOR 





(Rhythm Guitar Part) 
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Harmonics are produced by slightly 
toughing the low E-string and sliding 
finger up and down neck. 





E sus2 ES Em7 ES 
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Lets go back to basic sounds with the second most used scale: the Minor Scale. Continuing with 
our more challenging progressions, this one has three key changes. It also has a fast cruising groove 
that will give you a chance to practice those ripping licks you've been developing, 


Analysis and Scale Choices 

There are three sections: A, B, and C. Each is sixteen bars long. The first two sections are identi- 
cal except that Section A is in A minor and Section B is in C minor. Section C is in E minor, and 
like Progression 1, it has a functioning five chord-B7(#9) at the end, enabling you to use E harmonic 
minor (just for the last two bars). 


If you are an advanced player, check this out! The B7 chord is an altered dominant, it contains a 
#9 (same as a 53) which creates extra tension. This gives you a chance to use the altered scale 
(aka. Super Locrian), which is actually another mode of melodic minor. The altered scale is the 


same as a melodic minor, moved up a half-step. The C melodic minor and the B altered scale are 
actually one and the same. 


There's another popular rock style choice for that B7(29)I Play a diminished 7th arpeggio, starting 
from the 7th degree of E harmonic minor: a Dé diminished arpeagio (D#-F#-A-Q. Since every note 


in a diminished chord can be considered the root, you could also think in terms of a half step above 
the root of the five chord (B729) and play a C diminished 7th. 
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The minor pentatonic and blues scales are derived from the natural minor. Over each of the three 
sections, feel free to use minor pentatonic and blues licks. .As usual, you can use any diatonic arpeg- 
gios that belong to the key you are playing over. . 


Sta! and Vibrato: 

Hard Rock ~ 16th’s feel (J = 209 bpm) 
pepe When improvising be sure that you can smoothly and aggressively play with a quarter note 
feel, Also try quarter note triplets and eighth notes. This tempo is so fast, let's break the "when play- 
ing eighth notes use only downstrokes’ rule, go ahead and use alternate picking For those cranking 
licks, try eighth note triplets (three notes per Beat), i you can play a3 fast asGod, then try 16th 
notes (that’s 16th’s at 209 b.pm, whew). bs “ lh ‘ 


Vibrato: For a slow, even vibrato workout, try a quarter note vibrato. For a faster effect, try vibrat- 
ing triplets. 


As usual, I'll remind you that fundamentals are real important, be sure you can play in solid, clear and 
even rhythmic groupings and control your vibrato. 


Suggested Phrases and Licks 


By now, you should be working on a lot of new phrases and licks, At this point, | recommend that 
you focus mainly on applying everything learned so far to these three minor keys. 


Just so you don’t get bored, here are some new licks; just be careful not to take on too many at a 
time. You can always come back to some of these later. 


Example 62: Randy Rhoads Style (cD 71) 


A minor pentatonic (for Section A). 


Repeat d times 
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E 63 (cD 72) 


This is a three-note repeating pattem written in © minor Notice how the pattern keeps shifting 
around the measure with each repetition. Make sure to transpose it to A minor and E minor, and 
use strict alternate picking, 
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Example 64 (cp 73) 
This idea is similar to Example 65, only now welll incorporate a quick pulroff. 
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Example 65 (cp 74) 
Here is a pentatonic phrase that moves down the neck on two strings. This one is written in E 
minor, Again, make sure to transpose it to other keys. 
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Example 66: Nuno Bettencourt Style (cb 75) 


Flere is a blues phrase in E. 
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Alternate Picking and Legato Style Ideas 


Examples 67 and 68 both use the following fingering pattern. 























Example 67 (cD 76) 
a 

This pattern uses threenote-per-string fingerings. It combines alternate picking with slurring tech 
niques and can be played very fast. 
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E minor (for the “C Section”) 
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Example 67B: Descending 
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This idea ascends the neck via the first two strings. 
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. | Example 68 (cD 77) 
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Example 69 (cp 78) Z 

This is a long alternatepicking run that crosses the neck. “It is presented here in E minor. Try 
applying this concept to other keys as well. This sequence crosses through several fingering pattems, 
For a less dramatic effect, you can use this sequence in one pattem at a time. 
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Example 70 (cp 79) 

2 ———————E—EE 

It is much easier to ascend through a fingering pattern if you dont go all the way up at once. 

When you get to the Grstring, this next sequence cycles back to the D-string, before climbing all the 
way to the E-string. This pattern is written in C minor. 
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This example ascends through the first pattem shown below, and then descends through the second 


pattern. 


Ascending fingering diagram 

















Descending fingering diagram 









































Example 71: Six String Arpeggios (cD 80) 





This idea is for Section C. It uses the E minor, B minor, G major and A minor triads. Slide any of 
these arpeggios up five frets to use them for Section A (in A minor). (By the way, I got this idea 


from Dan Nobles) 
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Example 72: Double Arpeggios (cD 81) 


Each of these are based on the same idea, adjusted to three different locations in the E minor scale 
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Example 75: The V Chord (B7#9) (cp 82) ' 


Rememi ver the last two bars we can outline the five chord (B729), 


) and use E harmonic minor, 
Dé diminished (based on the "3rd" of BZ) or the B altered scale (C melodic minor). 


Example 735A: E Harmonic Minor 
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Example 73C: B Altered 
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Your Assignment: Improvise over Progression 7 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic Groupings and vibrato. And always tap your foot. 


Remember to keep a log and give names to each new phrase you develop. Try to adjust licks used 
over the other rhythm tracks to Progression 7 as well. By the end of the week, try to have three 
new phrases in your vocabulary. Then take a two day break. 
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PROGRESSION 8: 


(Rhythm Guitar Part) 


nn 


Triplet fee shute (JJ =J 2) 


12-BAR BLUES 
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Having a good grasp on the blues never hurts. This is a slow shuffle, so prepare to get “laid back.” 
Emotion is really one of the key parts of any musical performance, especially in the blues, so take 
your time and put your guts into this one. 


For this rhythm track, we use more chords than the last slow blues and all the chords are Dominant 
7th, Oth or 13th chords, so it may be a little more of a challenge. 


Analysis and Scale Choices 

You could play the G blues scale throughout, but on the “Bb” note (you know, the minor third), try 
“choking” it up with a small bend. This will help the blues scale fit over the G9 chord, which contains 
the major third (B). 


booeeeveveeweeeeuests 











e 
° 
e 
® 
e 
e 
° 
° 
° 
e 
e 
e 
e 
e 
e 
ry 
e 
e 
e 
rs 
° 
e 
e 
e 
e 
cS) 
® 
° 
® 
e 
e 
e 
e 
e 
e 
e 
e 
e 
e 
e 
e 
e 
e 
e 
° 
e 
e 
° 
cy 
e 
e 
e 
e 
e 
e 





Chae 
59. % 


For that traditional blues sound, try switching back and forth between major and minor pentatonic, 
Just like I recommended back when we covered Progression 3. Start with G major pentatonic over 
the | chord (G9) and change to G minor pentatonic over the IV chord (C9). 


Why does this work? Let’s take a look! When played over G9, G major pentatonic gives you these 
chord tones: 1-2-3-5-6 (G-A-B-D-E). When played over C9, G minor pentatonic gives you these 
chord tones: I-2-4-5-b7 (C-D-F-G-Bb). ¥ 


One of the secrets to the blues sound is the: switch between the major third and the minor 3rd (B 
to Bb), so | recommend featuring those two notes in:your‘solo. (See the chapter covering ~ 
Progression 3). 


. 


This switching back and forth is not easy! Look at the progression, in the top line you switch at 
least every bar. Give yourself a little slack; remember it's okay to play the G blues scale throughout, 
so maybe just try to catch a few of the changes. Music (and especially blues) is not an exact 
science. 


Notice in bar 3, the | chord moves up a half step. An easy way to adjust for that is to move what~ 
ever you are playing up one fret. Be careful though, this change is short. It only lasts for two 
beats, so move back down quick. 


The next unusual thing that happens are the minor 7th chords in bars seven and eight. What I rec~ 
ommend that works great over the G7, Am7 and Bm? is G major pentatonic. (Kind of like treating 
the Am7 and Bm? as the Il and Ill chords in the key of G major). Be careful though, when that 
Bb7 chord comes along, it's good to go back to G minor pentatonic or G blues. 


There are many other soloing possibilities you might try, like Mixolydian or Lydian 57, so experiment. 
Remember blues, and all music for that matter, is not an exact science. Sometimes, scale or note 
choices that defy logic may actually sound real cool -- maybe that’s why they call it music “theory; 
there are no unbreakable rules. 


Guitar: 
If we take the top three notes of either of these popular “Oth chord” voicings (below), they are the 
7th, 9th and 5th. then slide them up two frets, you then end up with the root, 3rd and 6th (same 
note as the ISth). Sliding back and forth gives you a cool dominant 13th or 6th sound. 


co 


Slide these 
notes up two 
frets fora “13” 


Slide these 
notes up two 
<< frets fora 1s" 





Phrasing and Vibrato: 
Tempo: Slow, Laid Back Triplet Shuffle Feel (J = 90 bpm). 


Phrasing: Be sure you can play the shuffle feel smoothly using all downstrokes, as well as steady 
triplets. For faster licks, try groups of six (six notes every beat). 


Vibrato: For an even, slow “vibrato control” try quarter notes. For a faster vibrato, try triplets. 


Suggested Phrases and Licks 
Keep trying to figure out how to adjust those licks and phrases you already know. Also, alll the 
phrases from Progression 3 will work here, but you must lower them two frets, to G. 
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E; 74 (cD 84) 

This first phrase starts with a hammer-on from the minor 3rd to the major 3rd (Bb to B). 
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EB 75 (cp 85) 

Here are two examples of typical minor Srd to major Srd bends. 

Example 75A: 
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EB 76: Double St (cD 86) 


Here are two classic examples of blues double-stops (in sixths). Example 76A and 76B work over 
the I chord (G). Examples 76C and 76D transpose the two patterns to the IV chord (C). 
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Pentatonic Ideas (cD 87) 
Here is another slurring sequence that's adjustable to any of the five standard pentatonic scale finger 
ing patterns, Here, the pattem is shown in 3rd position for G minor. Adjust it to work for the 
other four fingering pattems as well. 


Example 7A: 





































































































Your Assignment: Improvise over Progression 8 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic groupings and vibrato, and always tap your foot! 


Remember to keep a log and give names to each new phrase you develop. Try to adjust licks used 
cover the other rhythm tracks to Progression 8 as well. By the end of the week, try to have three 
new phrases in your vocabulary. Then take a two day break. 
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PROGRESSION 9: 16-BAR SHUFFLE BLUES i$ 
(Freddie King Style) 


(Rhythm Guitar Part) rt 
Triplet feel Shue (0 =d +) 
G 
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This is the last and most unusual blues we will study. It's a fast. cruising shuffle! Be sure you are 
playing with emotion, give every bend and each note the special care and attention they deserve. 
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4 


is and Scale Choices 


Check it out! The changes are in D, but the progression starts on the IV chord, G (unusual for 
blues, but way cool). : 


For the first half of th progression (the first 8 bars), you could always play the D blues scale; but 
even better, try the major to minor pentatonic switch I've recommended over the previous blues pro- 
gressions. In this case, D major pentatonic over the I chord and D minor pentatonic over the IV 
Chord. In the original tune, “The Stumble’, Freddie King used the A blues scale for the “A” (V). Try it 
out, it works! 


The second half of the progression features rhythm breaks that feature the "soloist. The first break 
is in bar 9, on the I chord, then to the 17. You can use’D major pentatonicy as’ well as D mixolydi- 
an, or any slick D major triad or D7 arpeggio licks. 


Next comes the IV chord again (G7), this time for one bar; you could switch to D minor pentatonic, 
if you wish. Then the chord changes up a half-step and becomes diminished (Gédim7). This is a 
very common substitution for the IV chord, and occurs in most sophisticated blues progressions. 
Since every note in a diminished chord can be considered the root, you can play the diminished scale 
or arpeggio starting from any note of the chord: Gé, B, D and F. 


Notice that the G? diminished chord has three notes in common with G7: B, D and F._ In relation 
to G7, the G# note is a 59, so you can think of this change as an altered G7 chord: G7(b9). 


The blues scale works well for the turn-around (the last two bars). Feel free to try any other possi- 
bilities you want. When in doubt, go ahead and use the D blues scale, but watch out for the F¥. 
Over the D chord, you may want to bend or choke it up a bit, either a quarter tone (midway 
between F and F8) or a haif-step (all the way to Fé). 


Phrasing and Vibrato 


Te Medium Triplet Shuffle Feel (J = 150 
Be sure you can play the shuffle feel smoothly (the I and 3 of the triplet), as well as 
steady triplets. For faster licks, try groups of six (six notes to every beat). 


Vibrato: For an even, slow “vibrato contro!’ workout, try vibrating slow quarter-note triplets. For a 
faster vibrato, try eighthrnote triplets. 


Suggested Phrases and Licks 


As before, try applying all the licks and patterns you've leamed so far to this new progression. 
Example 78: Diminished Phrases (cD 89) 

Try this cool Gédim7 arpeggio phrase over the 
Example 78A: 
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Here is another popular way to play a diminished arpeggio. This one uses sweep-picking and 
descends down the fingerboard. 
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Example 79: Blues Phrases (cD 90) 


a 
Here are some authentic blues phrases. Each features blues bends and is based on the triplet 














































































































































































































































































































rhythm. 
Example 79A: 
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Example 80: Blues Phrases with Chromatic Passing Tones (cD 91) 


These next two licks are based on the D blues scale. The chromatic notes are the major 3rd, 6th 
and b5. 
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Your Assignment: Improvise over Progression 9 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic groupings and vibrato, and always tap your foot. 


Remember to keep a log and give names to each new phrase you develop. Try to adjust licks used 
over the other rhythm tracks to Progression 9 as well. By the end of the week, try to have three 
new phrases in your vocabulary. Then take a two day break. 











PROGRESSION 10: MAJOR SO 


(Three Key Changes) 


(Rhythm Guitar Part) 
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By now, if you have been following your assignments and working through each of these progres 
sions, there is no doubt you are becoming a better soloist. 


cycle back through the ones you've missed. These tracks a 


If you've missed any of the assignments, 


re designed to be used over and over. 


I you've been logging in all of your new phrases, by now you should have a solid base of vocabulary 


to use over each progression. Don't stoy 


an ongoing process. 


p here, keep adding to those; using this program should be 
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For this last progression, we'll use the traditional major scale —- the scale used the “majority” of time in 
modem Westem music (not just Country and Wester). It’s true, a fair amount of rock revolves 
around minor sounds, but the major scale is still an extremely important sound to be reckoned with. 


Analysis and Scale Choices 

This progression is made up of three sections: A, B, and C. Sections A and B feature updated ver- 
sions of the classic ‘50's chord progression: FVFIV-V. I don't think you'll notice a ‘50's sound 
because of the distorted guitar, modern sounding keyboards and a hard rock beat. Section A‘is in E 
major and Section B is in G major. Section C is a little different. The first half remains in G_ major, 
but for the second half, at the F chord, | recommend switching to the-C major. scale (remember, the 
key of G has an F%, not F). I figure “C major” there,.because I aniconsidering thé F to G chord 
change as the IV and V chords in the key of C major. 


These major sounds give you a good opportunity not only to play the seven note major scale but 
the major pentatonic as well, The pentatonic sequences, with hammer-on’s and pulFoff's from the 
blues units, work great here, especially the one recommended in the straight eight blues (Progression 
4). 


You can also try any and all of the diatonic arpeggios from the three respective keys (E, G and C). 


Be sure to adjust the other licks and phrases you've been working on to this progression as well. 
Section B is in G major, the same notes as A Dorian, B Phrygian, C Lydian and E Aeolian. So 
many phrases from Progressions 1, 2, 5 and 7 work real well here. I've kept a lot of the progres 
sions centered around G major/E minor; this is expressly for the purpose of trading vocabulary from 
‘one progression to another. 


Phrasing and Vibrato 
Tempo: Medium Fast Eighth-Note Feel (J = 150 bpm) 


Again, be sure you can play eighth notes smoothly, as well as eighthrnote triplets. For 
faster licks, try sixteenth notes, this should be a challenge. 


Vibrato: For an even, slow vibrato control workout, try vibrating slow quarter-note triplets. For a 
fast vibrato, try eighthnotes. 


Suggested Phrases and Licks 


Example 81 (cp 93) 
Lets start with some traditional pentatonic phrases. This first one is in E major for Section A, and 
uses a triplet feel 


Ascend 


=, 
fey 















































———— 








+ 





n 








































































































Descend 
— 
ee 
oe ae a — = 
— —= es 
> J + ———— 
3 
a a ed n ti ev on ial my Viggtt 
s, 
+: 42—_9 
Ex 44 SS SS ae 
m= =t 




















Example 82 (cp 94) = 
This pattern is an Ace Frehly-style lick in G major and works over Section B. Experiment with 
various rhythms on this one. 
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Example 83 (cp 95) 
Here is an Allman Brothersrstyle pentatonic phrase in C major for Section C. 
C major pentatonic 
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Example 84 (cp 96) 
Here is a challenging, moder legato lick. This one is written in & and works over Section A. 
Remember to transpose it to other keys as well. 
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Example 85: Fast Alternate Picking Ideas (cD 97) 

This is a ten-note-per-string sequence (after the initial seven). Try applying this pattem to any three- 
note-per-string pattem. Really focus on alternate picking and synchronizing your left and right hands. 
Since you don’t have to change strings often, patterns like this can really help you to develop speed. 
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Descend 
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Here is another great. simple sequence. This one is made up of repeating 16th note segments. Be 
sure to transpose these to all the other keys. 


Example 85B: 
Ascend 
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Example 86: Sweeping and Sliding (cD 98) 


[URL bac SATA ee ee Ee 
These ideas will have you slipping and sliding across the neck like a professional skater. This first 


one is in E. major. 


Example 86A: 
I chord VI chord 
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Emaj7 — 1 C#min7 
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There are three minor 7th arpeggios in any major key. This phrase uses those three. Your hand 
always plays the same shape -- we just shift that shape all over the neck! This one is written in G 


major for Section B. 


Example 86B: 
IV chord Ii chord 
Amaj? 
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Example 87 (cp 99) 


[oortae tail LEE eg ey awe oat 
This sweeping pattem moves through the entire G harmonized scale (Gmaj?, Am7, Bm?, Cmaj?, D7, 


Em7, and F#m7(5). 


Example 87A: 
(Em7) (7) (Cmaj7) 
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(Gmaj7) 





























































































































Example 87B 
This is similar to the previous example, only incorporating “big distance slides.” 


(Cmaj7) (F#m7(b5)) 
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Your Assignment: Improvise over Progression 10 at least five times a day for five consecutive days. 
Work on new phrases, rhythmic groupings and vibrato, and always tap your foot. 


Remember to keep a log and give names to each new phrase you develop. Try to adjust licks used 
over the other rhythm tracks to Progression 10 as well. By the end of the week, try to have three 
new phrases in your vocabulary. Then take a two day break. 
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PART I: The Practical Guide to 
Harmony and Theory 


Introduction 


I often meet guitar players who have gaping holes in their understaiding of music¢-theory. If that 
sounds familiar, then this book's for you 


Some of this material is very basic, but necessary for the whole picture to be clear. Throughout, I've 
tried to present this material in plain language that will be easily understandable to all guitarists. 


You may sometimes find yourself stumped. When this happens, take your time and go back through 
the material slowly. If after that you're still in the dark, plow on through to the next section, there's 
a good chance whatever it is will be cleared up later. If you are hopelessly lost. seek out a friend or 
a teacher; some situations just require one-on-one help. One thing I've found out about learning is: 
For that light bulb to tum on in your head, it helps to first have a question; this book will help you 
find those questions. 


It’s great to be able to read music, but it's not completely necessary for understanding music theory. 
You should have no problems with this book, even if you don’t read a note. 


Tip: Don't let any of these theory concepts limit you. Music theory is not something on which to 
base your music; it is an explanation of how music works, a system for establishing musical reference 
points and basic parameters, and a tool for communicating with other musicians. 








UNIT 1: MAJOR SCALE. CONSTRUCTION 


The major scale is the most used scale. It is a basic reference point for most musical concepts. 


Whole Steps/Half Steps: On the guitar, a half step equals the distance (and sound) from one fret to 
the next. A whole step equals two frets. 


All major scales contain eight notes, beginning and ending on the same note (the root) and spaced 
by a series of whole steps and half steps. y was 


The major scale can start on any note, but it will always follow this specific pattem of whole steps 
and half steps: 


11-1/2-1111/2 (1= A WHOLE STEP, 1/2 = A HALF STEP) 


(Root) (Root) 
Ist 2nd 3rd 4th Sth 6th 7th = 8th 


| i Ye Ca i Pe ee ee 
Whole Whole Half Whole Whole Whole Half 





Notice: Half steps occur only between the 3rd and 4th, and the 7th and 8th tones of a major 
scale. 


A major scale can start on any root note. When playing the notes of a major scale, we say we are 
playing In the key named for that root. For instance, if we are playing the G major scale notes, 
then we say we are in “the key of G Major.” 


Here is a C major scale: 























Root 2nd 3rd 4th Sth 6th 7th —- 8th (octave) 
4 . = 
> = 
> = =. =— 
c D E - F G A B - ¢ 


(Halfsteps marked with hyphens) 


Here you can see that an F% is required to meet the pattern of whole and half steps for a major 
scale in the key of G: 























Root 2nd 3rd th Sth 6th 7th - 8th (octave) 
2 
= rs = te 
—- = = 
G A Bo - ¢ D E Feo- G 


In the keys of G, D, A, E, F#, B and C2, you have to sharp (raise) the pitch of some of the natural 
notes to get the correct major scale pattern of whole and half steps. In the keys of F Bb, Eb, Ab, 
Db, Gb, and Ch, you have to flat (lower) the pitch of some of the natural notes to get the correct 
pattem, 


Building Major Scales on the Guitar 


Using the major scale pattem of whole and half steps, build a G major scale on the low °E” string, as 
shown below: 


(a ian. 
root 2nd 3rd__4th Sth 6th 7th 8th 






































G A B-C D 


Now try building single-string major scales for each of the following “sharp” keys: G, D, A, E and F#. 
Then, try building single-string major scales for each of the following “flat” keys: F Bb, Eb, Ab, and Db. 
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Building Major Scales in Theory 


Write in the sharps (or flats in the second part) for each of the following major scales. (Just apply 


the major scale pattem of whole and half steps ~ I-I-l/2-I-I-I-I/2 -- to each scale) 
Sharp Keys: 
Example E FH G# A  B  C# D# E (Tip: The key of E has four sharps) - 
H) D R (or ey, B co Des 
Bk SBE op peer a A se ‘ . 
Bie eB! c D. SE P a A B 
ae ORLY SG A B c D E Fe 
Flat Keys: 
Example: Eb F G Ab Bs C D_ Eb (Tip: The key of Eb has three flats) 
) F G A B ¢C D E F 
Sy eAbT 6 iG Do =e iF G A 
a. eDe E F id? RK B c Db 
an bbe eG D E iy a A Bb 
Cyde of Fourth’s 


The cycle of fourth’s (moving from key to key by intervals of a fourth) can be used to show the 
entire sequence of key signatures. Moving counter-clockwise, the cycle progresses from no flats (key 
of C) to six flats (key of Gb). Moving clockwise, the cycle progresses from no sharps (key of C) to 
six sharps (key of Ff). 












































UNIT 2: SCALE FINGERING PATTERNS 


Most guitarists use fingering patterns which allow them to visualize and leam one area on the neck 
at a time. Eventually, the goal is to put those pattems back together and see the fingerboard as a 
whole, rather than segmented pattems. 

A cool thing about the guitar is that we don’t have to leam different sets of fingering pattems to 
play in different keys. We don’t even have to remember how many sharps or flats are in each heyi 
By positioning a fingering pattern at the correct fret Igcation, all the- correct notes’ will be there, 
already contained in the pattem. x ‘ 


There are an unlimited number of ways to create fingering pattems for a major scale, but the two 
most popular are the traditional five fingering pattems and the seven three-note-perstring pattems, 


The Traditional Five Patterns 


These are used in most of GIT’s single-string classes. Each one stays within a particular position on 
the fretboard, and there are only five to memorize ~ covering the whole neck. I think each of 
these patterns has a distinct personality, so they're not too crazy to remember; although like any 
thing worth while, it takes a good amount of time to really master them and easily move from one 
to another. 


Here are two charts, both with all the notes on the fingerboard in the key of C. The second chart 
has been divided into the traditional five patterns. (You will find a chart showing all five pattems 
separately in your Scale Glossary) 








= root of C Major scale 











(© = root of A Minor scale (relative to C Major) 
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Each of these patterns are shown in the key of C major. To transpose them to other keys, simply 
locate the root (indicated with a circle) and position the fingering at the correct position. For exam 
ple, the root for Pattem 2 is located on the 5th string. To transpose the pattern from C to D, shift 
it up the neck two frets. 


Scale Exercise 1 

Tum to the major scale section of the Scale Glossary, and play through each of the five traditional 
major scale patterns as they are written in the key of C. I recommend using alternate (down and 
up) picking, starting with a down stroke. 


Next, by locating where the. roots are, adjust each of the five patterns to the keys of G, D, A E 
and B major. 












Scale Exercise IA : 
Go back through Exercise [Onn Thin Gna Denn aaa 

Go back through Exercise 1, only this time use scale sequences. Sequences really help you leam the 
scale notes and they also give you vocabulary to use when soloing. 


Here are two popular sequences for the traditional fingering pattems: 


“Thirds” Sequence: 
SSS. 









































“Group Of Four” Sequence: 
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The Seven Three-Note-Per-String Patterns 
This is the other popular way to divide up the neck, especially for shredders. The three-note-per- 
string pattems are excellent for building speed and developing cool quitaristic licks. 


In each pattern, on every string you have exactly three notes, so any lick or phrase can be easily 
adjusted to other strings, while staying within the same fingering pattem. Furthermore, any phrase in 
one location can be adjusted to virtually any other location, within the other six patterns as well. 
Plus, the picking is simpler because you always pick three-notes-perstring. 


Here's the formula for building these major scale patterns: 


) Play three notes on every string: 
2) Every pattem starts on the low E, from each of the seven different scale steps; 


3) No unisons. 


Here is an example of one of these pattems. This one starts on the 6th step of the C major scale: 























You will find a separate chart for each pattern in the Scale Glossary. 
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Scale Exercise 2 
‘Open your Scale Glossary to the three-note-perstring pattems, and again, using the circled roots to 
position the patterns at the correct locations, play all seven patterns in the keys of G, D, A, E and 
B major. 





Scale Exercise 2A 
Go back through Exercise I using these cool Paul Gilbert style” sequences. These are designed to be 
played fast. | recommend using altemate picking, starting with a down stroke: 





Sequence I: 
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starting on the low E string 1 re-start on the A string 
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Sequence 2: 
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UNIT 3: PENTATONIC SCALES 
(Relative Minor) 
Major Pentatonic 


There are two widely used pentatonic scales: Major Pentatonic and Minor Pentatonic. When compar 
ing major pentatonic to the full major scale, we see that the five note major pentatonic iS derived 
from the seven note major scale. The 4th and 7th notes of the major scale are missing from the 
pentatonic. = 


The C Major Scale Fingering: ae * 









































Since the major pentatonic scale is derived from the major scale, when soloing, you can always sub 
stitute the major pentatonic for the full major scale. Because of the two missing notes, the major 
pentatonic does have a different sound than the major scale. 


Exercise 1 
Open to “The Traditional Five Pentatonic Patterns’ in your Scale Glossary. Adjust each to the correct 
root positions for the keys of G, D, A. E and B major. 


Again, this may be a lot of work, especially if you don’t know the notes on your guitar. But remem- 
ber, it's important to be able to play in different keys. 


Exercise 1A. : 
Play these two sequences through all five pentatonic scale pattems: 


Sequence |: 


















































etc. 
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Sequence 2: 
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Relative Minor : 
The natural minor scale is actually derived from the major’scale. For example, the C major scale 
contains the same notes as the A minor scale. 


Although the C major and A minor scales contain the same notes, when playing in the key of C the 
music will be centered around the root “C” When playing in the key of A minor, the music will be 
centered around “A.” thus producing two very different types of sounds. . 


a A minor —— 4x - 
A BC DB PYG A BC ia . 
Se maion, ——! 


Notice the relative minor starts a step and a half below the root for major. 


Every major scale has a relative minor. The relative minor to C major is A minor. To find the relax 
tive minor of a major scale: Go down a step and a half from the root of the major scale, that note 
will be the root of the relative minor. 


Here is how to use this concept: Play a major scale over a minor chord located a step and a half 
below the root. For example: Play the C major scale over an A minor chord, the G major scale 
over an E minor chord, the D major scale over a B minor chord, etc. Even though you're playing 
the major scale, it sounds like minor. in fact you are playing minor. 


In the Scale Glossary, every major and pentatonic scale pattern has two roots indicated. The circled 
notes indicate the major root notes, and the squared notes indicate the relative minor root notes. 


By applying this concept of relative major and minor, you can see that all the fingering patterns for 
major pentatonic scales can also be applied to the corresponding relative minor. 


Minor Pentatonic 


Lets try a C major/A minor pentatonic pattem, with “A” now being the lowest note. This will help 
make it sound more like A minor rather than C major. 

















Even if you are just starting out playing guitar, this pattem may be very familiar. Often times it’s 
the first scale pattern guitarists leam. Most guitarists could play this in their sleep. The root occurs 
in three octaves within this pattem. 


Exercise 2 


Open to the first page of your Scale Glossary. Using the traditional five pentatonic pattems, adjust 
each of the five patterns to G minor, D minor, A minor, E minor and B minor pentatonic (by locating 
where the roots are). 





Try applying the sequences from Exercise | (of course, they are all the same as the major fingering 
pattems, the root is just in a different place). 


Both major and minor pentatonic work very well for blues and traditional rock soloing, and are great 
for many of the progressions in the “Applied Soloing’ part of this program. 


You must always be careful when soloing to put any scale pattems into the correct location for the 
key involved. For instance, in Progression I (in the Applied Soloing section), the A minor pentatonic 
works great, but the A major pentatonic - “in a big way’ - does not. Chords will always determine 
what your scale choices will be. 


SSCeSCseeseteseee 


e 
e 
e 
e 
ry 
@ 
® 
e 
° 
e 
e 
e 
® 
e 
e 
e 
a 
@ 












UNIT 4 THE BLUES SCALE 


If we add one note to the minor pentatonic scale (the 65) we get yet another important scale: the 
Biues Scale. 


Historically, this “flat five” interval (written 65) was called the “devils interval” There are stories’ that in 
Europe, composers who used this interval too much could actually be tried as.a witch. 


e +> 

I'm not sure if this is true, but if it was true,-nowadays we'd have-a lot of crispy guitar players < 
around. The b5 adds dissonance. Blues and rock players use this dissonance to create tension and 
a generally meaner, nastier sound than the minor pentatonic. 


Here is the A minor pentatonic scale with the addition of the 65, transforming it into the blues scale. 














Remember: Leaming scale patterns should be combined with learning vocabulary — licks and phrases 
that use the notes from the scale patterns. 


Exercise 1 


Open to “The Five Traditional Blues Scale Fingering Patterns’ in your Scale Glossary. By locating 
where the roots are, adjust each of the five pattems to G, D, A, E and B blues scales. 





UNIT 5: CHORDS AND HARMONy. 


Chord Construction 


To know what scales you can play over a given chord, 


it helps to understand what those chords = 
and where they come from. 


Most chords are actually built from the major scale. This is done using a simple formula: Take » 


note from the scale, then add notes above it from that same scale in thifds. In other words, stack 
every other note on top of it! = 
As 





The G major scale G A BCDE FG 


Let's create a chord from this scale, starting with the root note G. Skipping every other note, we 
then add B (the Srd) and D (the Sth). If you Play these three notes (G, B and D) at the same tiene, 


called by their root name: just “G 


G A B c D E Fe G 


o_« 
se 
—-—s 
Toot third 


fifth 


On the guitar, there are many ways to play those three notes, We often Play some notes in two or 
more places within the same chord, making the chord sound fuller. Look at the following typical quae 
tar “voicing” of a G Major triad. Starting with the lowest pitch we have: Q-B-D-G-B-G; a total of 


three Q's, two B's and one D. Although there are six tones in the Chord, there are only three differ 
ent notes. 




















Chord Building Exercise 


Build a triad from the root of each of the followin 


Example: E F# G? A B C# Dt E E Tad E-G-B 


Again, if you don't know the names of the notes on the fretboard, these exercises will be painful and 
slow. 

Sharp Keys: 

) (ome Premed Al GBR 6 tpn 

Die iA Beusct @ cD: {6 My OF CA Aiea 

SB “ChE. g Fi TOR AL (By "Bi fied) een enna 
4) Fe Ga? At B ce De Ee Fe, Fe triad. 


A Boo D E E re ee 
2) Ab BO Dy SE G Ab, Ab triad_ Z 
aD <Ey OF Gh A) S Bee te Db, Db triad 
4) Bb € D Eb F Gq A Bb, Bb triad. 
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UNIT 6: INTERVALS 

An interval is how we measure the distance between two notes. Basically, we will use the major 

scale as a “measuring stick” 

First, number each major scale step: “ 
’ Cc D oe B C (the octave) 
e Ist 2nd 7th | 8th 
¥ |- 2nd on . 

6th 
7th 














8h 2A —__¥_W__] 


Based on the major scale, the distance between the root and the second step is called a 2nd (also a 
whole step), the distance between the root and third step is a 3rd (two whole steps), and on up to 
the 4th, 5th, 6th, 7th and 8th ~ which is usually called the octave. 

These intervals are called: Major 2nd, Major Srd, Perfect 4th, Perfect 5th, Major 6th and Major 7th. 


Besides "major" and “perfect.” there are three other interval types: Minor, Diminished, and Augmented. 


Minor intervals are a half step less than major: 


Major 2nd = 1 Whole Step Minor 2nd = 1/2 Step 
Major Srd = 2 Whole Steps Minor 3rd = 1 & 1/2 Step 
Major 6th = 4 & 1/2 Steps Minor 6th = 4 Whole Steps 
Major 7th = 5 & 1/2 Steps Minor 7th = 5 Whole Steps 


Diminished intervals are a half step less than perfect: 


Perfect 4th = 2 & 1/2 Steps Diminished 4th = 2 Whole Steps 
Perfect 5th = 3 & 1/2 Steps Diminished 5th = 3 Whole Steps 
Perfect 8th = 6 Whole Steps Diminished 8th = 5 & 1/2 Steps 


Augmented intervals are a half step larger than major and perfect: 


Major 2nd = 1 Whole Step Augmented 2nd = 1 & 1/2 Step 

Major 3rd = 2 Whole Steps Augmented 3rd = 2 & 1/2 Steps 
Perfect 4th = 2 & 1/2 Steps Augmented 4th = 3 Whole Steps 
Perfect 5th = 3 & 1/2 Steps Augmented 5th = 4 Whole Steps 
Major 6th = 4 & 1/2 Steps Augmented 6th = 5 Whole Steps 
Major 7th = 5 & 1/2 Steps Augmented 7th = 6 Whole Steps 


(one octave) 


. 





Here is a complete list of the simple (within one octave) intervals, with examples based from C:, 
EXAMPLE FROM C 


STEPS 

steps 

1/2 Step 

1 Whole Step 

1 & 1/2 Steps 
2 Whole Steps 
2 & 1/2 Steps 
3 Whole Steps 
3 & 1/2 Steps 
4 Whole Steps 
4 & 1/2 Steps 
5 Whole Steps 
5 & 1/2 Steps 
6 Whole Steps 


INTERVAL 
Unison 
Minor 2nd 
Major 2nd 


Minor 3rd (Aug 2nd) 
Major Srd (Dim 4th) 


Perfect 4th 


Aug 4th (Dim 5th) 


Perfect 5th 


Aug 5th/Minor 6th 


Major 6th 


Minor 7th/Aug 6th 


Major 7th 
Perfect 8th 


CtoC 

C to Db 

CtoD 

C to Eb (C to Dé) 
C to E (C to FH) 
CtoF 

C to F# (C to Gb) 


eCtoG —- 


C to Gé (C to Ab) 
CtoA 
C to Bb (C to Ad) 
CtoB 
CtoC 


Intervals: Any interval over an octave (8th) is called a compound interval, for example: 
Qth’s, Ilth’s or 13th’s. These, of course, are the same notes as the simple intervals, only displaced one 


octave. 


Intervals on the Guitar 


Memorize these shapes! Notice that because of the way the Brstring is tuned, it’s necessary to 
adjust the interval shape up a fret when the interval crosses over the Brstring. 


The following intervals are all contained within the major scale. 



































































































































Major 2nd Major 3rd Perfect 4th 
1 I TOL Mtn 
(Alsoa (Also two | | | 
whole @ “whole 
step”) | | | steps”) : HT 
{| | L 
| IT] 
Perfect Sth Major 6th 
ir = 
9 | | | @ 
LHI \ 
{| | a 
I] TTT Tét | TTT 
Major 7th Perfect Octave 
pases | 




























































































"aaa cess: a 











The following intervals are not contained in the major scale. These intervals are derived by lowering 
the top note of each of the major scale intervals by one half-step (one fret). 


Minor 2nd Minor 3rd Diminished Sth 














Minor 6th Minor 7th 
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UNIT 7: MAJOR AND MINOR TRIADS 


Triads are three note chords containing a root (Ist), Srd and 5th. The distance between the root 
and third is very important - it determines the chord quality -- major or minor. Notice that in the 
following G major triad there is a major 3rd between the root and third (G to B), and a minor third 


between the third and fifth (B to D). 


G major Triad 


D-Sth My 
B~3rd ~ was ‘ 
G—Ist 


All major triads consist of a major third plus a minor third: 


Major Triad = Major 3rd + Minor 3rd 
G Major = G B 


D 
= 3rd a8 min 3rd 2 


(2whole steps) (1 & 1/2 
whole steps) 


To make any major chord into a minor chord, simply lower the third a half step. Flatting the third 
gives us a minor third, changing the chord from major to minor. 


G minor Triad 
D 


Bb 
G 





A minor triad is the exact opposite of a major triad: a minor third plus a major Srd: 


Minor Triad = Minor 3rd+ Major 3rd 
G Minor = G Bb D 


i min el maj — 


(1 & 1/2 steps) (2 whole steps) 
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UNIT 8: POWER CHORDS 


Guitar players who play with a lot of distortion often leave out the third of the chord altogether and 
just play two notes: the root and the fifth These kinds of chord voicings are referred to as "Power 


Chords” A power chord is indicated as a “root 5 chord, as in the case of the G5 power chord 
below. 5 


1 


These “root & fifth’ chords have very few overtones, so they sound real good with distortion. Also, 
because they have no 3rd, they can be used in place of either major or minor chords. To make the 


chord sound bigger and fuller, you can “double” the roots and fifth’s in more than one place within the 
chord voicing, 


D “a SS ge G 
X00 


2 34 


Here are some popular power chord voicings. These big sounding chords sound great with distortion, 
and work well as “long tones’ -- quarter notes, half notes, whole notes or longer. 


DS GS BS C5(9) 
x00 x x00 x 0 xX xX XO 
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UNIT 9: BOILDING CHORDS 
IN A KEY CENTER 


(Harmonizing the Scale) 


A chord can be built upon every note of the major scale. This is done simply by building a triad 
from every scale tone, using only notes from the scale. Shown below is a harmonized G major Séale. 
Notice that the seven notes of the scale are numbered with Romaf-numerals. 7 2.< 


St 
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If we analyze each triad, we can see that the |, IV, and V chords are major triads (a major 3rd plus 
a minor 3rd), and the Il, Ill, and VI chords are minor (a minor 3rd plus a major 3rd). The VII chord 
is a diminished triad: minor 3rd plus a minor 3rd. (You may want to review Unit 7) 


The | chord: G major, @B-D (maj Srd + min 3rd) 

The Ilm chord: A minor, ACE (min 3rd + maj Srd) 
The Illm chord: B minor, B-D-F# (min 3rd + maj 3rd) 
The IV chord: C major CE-G (maj Srd + min 3rd) 
The V chord: D major, D-F#A (maj 3rd + min 3rd) 
The Vim chord: E minor, E-@B (min 3rd + maj 3rd) 
The Vildim chord: Fe dim FRA-C (min Srd + min 3rd) 


Exercise: Write out the notes in each chord of the harmonized D major scale. Indicate which are 
major, minor, or diminished. 


D major scale notes: 
D-E-F#-G-A-B-C#-D-E-F#-G-A-B, etc. 


I chord. 





Ml chord, 





Ill chord. 





IV chord, 





V chord. 





VI chord. 





VII chord 





As you can see from this exercise, in any major scale (or key) we always have the same sequence of 
chord qualities. It is very important to memorize this sequence: 


v 
Major 


VI 
Minor 


I 
Minor 


Il 
Minor 


IV 
Major 





vol | 


Major Dim. 
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UNIT 10: DIATONIC 7TH CHORDS 


“Diatonic” refers to notes, chords and melodies based completely in the major scale. Example: The 
Chord progression G - Em - Am - D is diatonic to the key of G. Whereas G - E - A - D contains 
two chords (E and A) that contain notes not found in the G major scale. The chords in, the harmo- 
nized G major scale are diatonic to the key of G 







So far, the only chords we have dealt with are triads. We can also build Watonic chords with more 
than three notes. To build a four note chord, we-add every third note (just-4ike triads): ‘the root, 
Srd, Sth, and 7th. These four note chords are called seventh chords. 






Remember, with diatonic triads we had only three basic types: "major’, "minor’, and “diminished” (aug- 
mented is a fourth type of triad spelled: I-3-85, but it is not diatonic to a major scale). With dia- 
tonic seventh chords, there are four types: Major 7th, Dominari. 7th, Minor 7th, and Minor 7(5). 
Note: The Minor 765) is sometimes also called “half diminished’. 


<—j— 4 —_- —3 _f_# 


Imaj7 Im7 Im? IVmaj7 v7 Vim7 Vilm7(b5) 
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Here's the order of these diatonic 7th chords, when built from the major scale, compared with triads: 













TRIAD SEVENTH NOTE INTERVALS 
NAME CHORD EXAMPLE (TRIAD + 3RD) 
Major Major 7 G-B-D-F# Major + maj 3rd 
Ik Minor Minor 7 A-CE-G Minor + min 3rd 
Il: Minor Minor 7 B-D-F#A Minor + min 3rd 
IV: Major Major 7 CE-GB Major + maj 3rd 
V: Major Dominant 7 D-F#-A-C Major + min 3rd 
Vi Minor Minor 7 E-G-B-D Minor + min 3rd 
VIE Dim Minor 75) FRA-CE Dim + min 3rd 









Lets look at the intervals in these 7th chords, so we can understand them: 






Major 7 Chord: Root, major 3rd and perfect 5th, just like a major triad, then add a major 7th on 
top. 











Dominant 7 Chore: Root, major 3rd and perfect 5th, just like a major triad again, but now on top 
we have a minor 7th. (Musicians often don't use the word dominant when labeling these chords, we 
usually refer to them as just “root 7th’, for example: G7 or A7) 






Minor 7th Chor This one has a root, minor 3rd and 5th, like a minor triad, but on top we have a 
minor 7th. 






Minor 7(b5) Chore: Root, minor 3rd and diminished 5th (or $5), just like a diminished triad, but on 
top we have a minor 7th. 








Here are two standard chord voicings for each of these four seventh chord types; one with the root 
‘on the “E-string” and one with the root on the “A-string’. 











Major 7 Dominant 7 % 
Wx ex u we 
« \ 
1 342 L3-2@ 2 31211 
Minor 7 Minor 7(55) 


I x 1 x ae 
13 Tae Loo 28 23 4 








ie 13 
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UNIT I: MODES 


When we play a G major scale over its I chord, it has a vei 


ry major sound. That major sound also 
has another name: the “Ionian Mode.” 


If we play the same notes (@ major scale) over its Il chord (A minor), it’s goipg to sound different. 


This is because the scale notes are being heard in reference to the Am chord, and not the G. Any 
melodies you play will tend to gravitate and resolve'to the chord tones they aré’ being played over, » 
‘A major scale centering around its Il chord is called the “Dorian Mode’ 


So, in this case, even though 
we are playing the G major scale, we call it A Dorian, and *A‘ 


(the 2nd step) becomes our new root. 
Furthermore, if we play a Group of chords in a progression built from the G major scale, but center 


that progression around Am, we could say it is a Dorian progression. We can call this an A Dorian 
Progression because the sound revolves around the A minor: 


I m 1 ti Iv m I 


Amin7 Bmin7 Amin7 Bmin? Cmaj7 Bmin7 Amin? 
eS a — a 

















Of course, we can use the G major scale to solo over those chords, because they're all built from G 


major. But now, the A minor chord sounds like it's the new I chord, so we say we are playing in A 
Dorian. 


There are seven modes, one for each step of the major scale: 


Ist Mode - lonian (same as major) 

2nd Mode - Dorian 

Srd Mode - Phrygian 

Ath Move - Lydian 

5th Mode - Mixolydian 

6th Mode - Aeolian (same as natural minor) 
7th Mode - Locrian 


Every mode has its own distinct sound. For example, the Phrygian Mode (built on the third step) has 
an exotic, Spanish sound. The Lydian Mode has a real cool, jazz-like sound. By stressing the appro- 
priate notes (usually a combination of the chord tones and a few choice extensions), you can evoke 
the distinct sound and personality of each mode. Here is a list of chords in the key of G. By play- 
ing the mode and stressing the notes in these Chords, you can evoke the sound of each mode. 


G Ionian - Gmaj9 

A Dorian - Am6/9 
B Phrygian - C/B 

C Lydian - Cmaj9(¢1) 
D Mixolydian - DIS 
E Aeolian - Em7 

F# Locrian - Fém7(b5) 


Exercise 


Listen to the sounds of each mode. Play the chord and then the scale. Even better, record the e 

chord or have a friend play it, then you play the scale over the top. When playing each mode, try e 

to feature the new root. e 
e 

1) Play G Ionian: . 

G major scale over its | chord: Gmaj7 or Gmaj9 ia : 

2) Play A Dorian: 4 ~ we ‘ ; 


G major scale over its Il chord: Am? or Am6/9 


3) Play B Phrygian: 
G major scale over its Ill chord: Bm? or C/B 


4) Play C Lydian: 
G major scale over its IV chord: Cmaj7 or Cmaj9(1D 


5) Play D Mixolydian: 
G major scale over its V chord: D7 or D9 


6) Play E Aeolian: 
G major scale over its VI chord: Em7 


7) Play F# Locrian: 
G major scale over its VII chord: Fém7(b5) 


Mode Analysis 


Each mode has its own sound because when starting the major scale on a note other than the root, 
we've changed where the half steps are located. For example. in A Dorian those half steps now 
occur between 2 & 3 and 6 & 7. We are now counting our scale steps from the 2nd, not the Ist. 
Look at the chart. 


i= G Major (Ionian) = 
. . 
GAB-CDE-F GA B-CDE-F G etc. 
. . 
L— ADorian —] 


One reason why each mode has a distinct sound is because the half steps are in different locations. 
Starting the scale on a different step creates a new set of intervals measured from the new root. 
For example, Phrygian has a b2 and Lydian has a #4 when compared to a major scale starting on 
the same note. 


As a soloist, when playing in Lydian you want to feature that distinct sounding #4, just like in 
Phrygian, you should feature the 62. This is how you really use the mode and bring out its sound. 


In the Applied Rock Soloing section, we cover most all of the different modal sounds. Additionally, 
you will find phrase examples featuring important notes for the specific mode that it’s to be played 
over. 








. 


UNIT 12: MORE RELATIVE MINOR 


Of the seven modes (see Unit ID, the Ionian (major) and Aeolian (pure minor) virtually dominate all 
Westem music. 


Because of its massive use, it is important to know the relative minor for every major key. For 
example, if you look at a piece of music and see one sharp, one may think\it’s in GQ. major. But, it 
could also be in E minor. eed ~ axe 


The root of the relative minor is the 6th step of the major scale. In the G scale, you would count 
up: G, A, B, C, D and then the 6th: E. The E minor scale is the relative minor of the G major 
scale. 


An easier way to do this math is to count in the opposite direction, the way we did way back in the 
pentatonic section. Count down a minor 3rd (a whole and a half step) from the root of the major 
key. This also gives us the 6th. Down a minor Srd from “Gi is “E.” so E minor is the relative minor 
of the G major scale. 


You may be asking; Why should | care about this? Well.. if’ you've got some real cool minor licks, 
you can use them over a major progression. Just use that formula! For example: Any E minor lick 
can be used over a G major progression. 


Exercise 
The relative minor of D major 





The relative minor of F major = 





The relative minor of Bb major = -___ 


The relative major of E minor = __ 


The relative major of D minor = 








The relative minor of F% major = 


The relative major of G minor = __ 








UNIT 13: THE HARMONIZED 
MINOR SCALE 


This is very simple; the relative minor uses the same chords as its corresponding major scale, oni 
start with the 6th chord. 


6 7 
Am7 Bm7(b5) Cmaj7 Dm7 Em7 — Fmaj7 G7 Am7 Bm7(b5)  Cnhaj7 
8 


1 2 3 4 5 6 a 
SSS A Maer —_—$ —_—_—___—__] 


The harmonized minor scale in triad and seventh chords: 


MINOR SCALE TRIAD 7TH CHORD 
1 chord minor minor 7 
chord diminished minor 7(b5) 

Ml chord major major 7 

IV chord minor minor 7 

Vo chord minor minor 7 

Vi chord major dominant 7 
VII chon major major 7 


Exercise 


(22S Ee 


What is the Ill chord in A minor? 





What is the V chord in B minor?_ _ ae — = 





What is the Ill chord in E minor? 





What is the Il chord in Bb minor?. 





What is the VII chord in C minor? = = a. 





Exercise 
Figure out how to play this Randy Rhoads style progression in the keys of: A minor, E minor, 
D minor and others. Use the harmonized minor scale. 


21 [wl vol 1 |vo[ oa] v {vil 











| 
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UNIT 14 HARMONIC MINOR 


Harmonic minor is a very important scale and is especially common to “classically” influenced rock 


styles. In order to fully understand the harmonic minor, you must first understand how the dominant 
7th chord functions. 


The Dominant 7th Chord The dominant 7th chord is the single most important chord in Westem 
music (hence the term “dominant’), The 3rd and 7th of this chord_create ay augmented 4th interval, 
which is the most “unstable” (needing to resolve) interval. , For example; The Sid and 7th of a D7 
chord (F# and C) naturally resolve to G and B, the root and Srd of a G chord. This chord move! 
ment from V7 to I is called a “V7 - | cadence.” 


The dominant chord actually establishes the key of a piece by its strong tendency to resolve to the 
I chord. Once you hear the dominant “V" chord resolve to the “I’ chord, whether the ‘I’ is major or 
minor, you will hear that I chord as the key center. In fact, in traditional music theory analysis, a 
key change Is not considered established until a I-V7-I progression is heard. 


Harmonic Minor. In the harmonized major scale, the five chord is a dominant 7th (review Unit 10). 
In the harmonized natural minor scale, the five chord is a minor 7th (review Unit 13), 


For example: In the key of A minor (same notes and chords as C major), the V chord is Em? (E-G- 
B-D). 


In order to firmly establish the minor key center, the 3rd of the V chord is raised to form a domi 
nant 7th, rather than a minor 7th chord. 


For example: In the key of A minor the V chord will usually be E7 (E~G$-B-D), not Em7 (E-G-B-D), 
So, the harmonic minor scale is actually a natural minor scale with a raised 7th. (In A minor, this 
would be the G#) This raised 7th is the note needed to make the V chord a dominant 7th instead 
of a minor 7th. 


A Minor: 























A Harmonic Minor: 
































Exercise 1 
in the key of A minor, play a V7 chord (E7), for a bar then resolve it to the I chord (A minor). 


Now, play the E7 chord followed by the A harmonic minor scale. Then, resolve it to the A minor 
chord followed by the A natural minor scale. 


Exercise 2 a aes = 
Here is a Randy Rhoads-style” progression Play harmonic minor when soloing over the E7. 








A minor 























A minor (cont,) 





Am F Bdim 























A harmonic minor 























Exotic Uses: An interesting way to use harmonic minor is to play a dominant 7th chord, E7 (the V7 
in the key of A minor), but this time don’t resolve it to the I, stay on that chord. Then solo with A 
Harmonic minor over top. 


You could actually think of this as the fifth mode of harmonic minor A harmonic minor over its V 
chord. Some people call this sound “Phrygian Dominant” (see Progression 2) because when compared 
to the Phrygian mode, it’s actually the same scale —~ only with a major third, giving you all the notes 
in a dominant 7th chord. 


Phrygian Dominant Exercise 
Play an E7 chord and follow it with A harmonic minor. This should give you that exotic sound. 
Other good chords to use with that A harmonic minor scale are F major and D minor: 


E7 F Dm E7 F Dm 


(eS ae 


























Refer to your Scale Glossary for harmonic minor fingering patterns; roots are marked for use as 
traditional harmonic minor and phrygian dominant. 
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UNIT 15: MELODIC MINOR 


The sound of the minor third interval between the 6th and 7th steps in the harmonic minor is very 
strong and has a very unique character. Often, composers and improvisers don’t want this particular 
sound when working in a minor key, so they raise the 6th a half step. This eliminates the interval of 
a minor third, while preserving the raised 7th, which is necessary for the V7 chord. By raising the 
6th step of the harmonic minor, you create a more melodic scale to use, hence the name melodic 
minor. ng wy 

Se 5 ant 
Note: In traditional music theory, the melodic minor scale contains the raised 6th and 7th when 
ascending, but reverts to a natural minor scale when descending. This is to account for the fact 
that when composing or improvising in minor keys, all of these notes are desirable -- depending upon 
what harmonies (chords) the notes are voiced against. For improvising we will use the melodic minor 
scale, both ascending and descending. 


A Harmonic Minor: 











A Melodic Minor: 




















Another interesting thing: if you compare the Melodic Minor scale to the major scale, you will see 
that the melodic minor is the same as a major scale with a b3rd. 


Here is an example of a progression over which you would use the melodic minor scale. 


Am6 Bm6/A 


ie i 


3141 3141 


Eee = a= 


Use the “A” melodic minor scale over both of these chords. Notice the Bm6 chord contains both the 
raised 6th and raised 7th (relative to A melodic minor). 
























































Lydian $7: Many jazz, and now some rock players, have gotten into using modes of melodic minor, 
‘Two that are popular are the 4th and 7th modes. A lot of players call the 4th melodic minor mode: 
“Lydian $7” This one can be very cool over altered dominant 7th chords (specifically dominant 765), 


A cool thing about Lydian $7 is that it’s the same as Mixolydian, but it has a #4 (you know the same 
as the 5), that unstable note used in the blues scale. . 


The formula you need to know to play this mode is: Over a dominant chord, “go up a fifth and’ then 


play the melodic minor scale. This gives you the 4th, mode. 2 Ean % 


Example: Over an A7 chord, go up a fifth and play E melodic minor. (IF you want to think in 
modal terms, you are playing E melodic minor over its IV chord: A) 


AT 





E Melodic Minor Scale: (A Lydian b7) 


























Refer to the Scale Glossary for the melodic minor fingering pattems (you will find roots located for 
both melodic minor and its Lydian b7 mode). 
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UNIT 16: SYMMETRICAL SCALES 
(Whole Tone and Diminished) 


These unusual, but very interesting, scales and their arpeggios are called symmetrical because of their 
completely uniform construction. 


The Whole Tone Scale: The distance between every note in this scale is a whole step. A whole 
tone arpeggio (same as “augmented’) would be every other note, so it is made up of all major ‘thirds 
(2 whole steps each). es *> 


> + was 
Here is a common fingering pattem for the whole tone scale. Try playing this scale over the A7(#5) 
chord. 


A Whole Tone Scale: 








1 234 


The A whole tone scale can be used over the V chord in the key of D. These scales work well 
over altered dominant chords -- specifically dominant 7th (#5). 


Diminished Scales: Another symmetrical scale is the Diminished Scale. It is made from alternating 
whole and half step intervals, usually starting with a whole step, but sometimes starting with a half 

















The diminished 7th chord arpeggio is made up of all minor thirds. This one’s very useful You can 
use it in the applied soloing sections whenever you have a V7 chord in a minor key. Simply start 
the diminished arpeggio on the leading tone (major 7th of the key) and then shred through it! 
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UNIT 17: EXTENSIONS AND SUSPENSIONS 


We can take any chord and continue adding notes to it in thirds up the scale. The next third after 
the Sth is the 7th, then the Oth, llth and 13th. The 7th, 9th, llth and 13th are extensions. 


Generally speaking, a 9th chord has five notes: Root, 3rd, 5th, 7th and 9th An Ilth chord has six 
notes: Root, Srd, 5th, 7th, 9th, and Ith. And 13th chords actually have seven notes: Root, 3rd, 
Sth, 7th, 9th, Ith, and the 13th. In actual use, not every note is used in the chord voicing For 


example: a GIS chord voicing on guitar might contain 2 root, 3rd, 7th, and 13th “ot soot, 3rd, 7th, 
9th, and 13th. 


It's pretty tough to play seven notes on a six string instrument, so we try to play the most impor 


tant notes in the chord and skip the less important ones. Generally speaking, the following notes are 
the most important: 


D The third, because it tells the listener whether the chord is major or minor; 
2) The 7th, because that tells the listener if the chord is dominant; 
5) The extension, because how can you have a 13th chord without a 13th? 


Contrary to what you may think, the root and 5th are not very important to defining the harmony, 
So you can often leave them out, especially if the bass player is playing the roots. 


Those rules above apply to traditional “comping” (accompaniment) with a clear guitar tone. If you are 
playing in a recording session, and your job is distorted guitar, you may be able to toss those rules 
out the window and just play root/fifth "power chords.” 


Big chords with lots of different chord tones don’t work too well with a crunchy loud guitar, And 
heck, maybe there's a keyboard guy covering all the big chords anyway. 


Common Extended Chord Voicings: 






































Malo 9 Dominant is Minor 9 Dominant 11 
x 
Rete 1.4 Sot 
hiner Lee Majo ie Dominant aS Minor 13 
3 rt 1141 
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Another type of chord you see a lot in rock is the “add’ chord. For example “add 9°, "add I", and “add 
15/ This means just add the extension on top of either a power chord (Root/Sth) or a triad, skipping 
the 7th and other extensions. 











Another common chord you see a lot is the suspended chord. Usually in the “sus chord,” the sus~ 
pended note is a “4th” (sus4). This means the 3rd of the chord is raised up to a 4th. This gives the 
chord an unresolved or “suspended” sound that wants to resolve back down to the third. 


Suspended 4 Suspended 4 
x 
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THE ULTIMATE PRACTICAL 
SCALE GLOSSARY 


(Containing The Coolest And Most Usable Fingerings) 


‘THE FIVE TRADITIONAL 
MAJOR AND MINOR PENTATONIC 
SCALE FINGERING PATTERNS. 


These pattems are written where they occur on the fretboard for the keys of C major and A minor. 
The circled notes represent the root notes for the major, and the notes within squares are the root 
notes for the minor. When changing keys, use theSe root notes to locate the Correct fretboard post 
tion(s). 


Pattern I: 





































































































Pattern 5: 


NEE: 


Pattern 1 (octave): 


fen 
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THE FIVE TRADITIONAL MAJOR AND 
MINOR SCALE FINGERING PATTERNS 


These pattems are written where they occur on the fretboard for the keys of C major and A minor, 
The circled notes represent the root notes for the major, and the notes within squares are the root 
notes for the minor. When changing keys, use these root notes to locate the correct fretboard posi- 
tion(s). se Ne % 

ats es 
Pattern I*: 


Esser 


Pattern 3*: 



































rt 





















































TH 
CI 
tal + 
HT 
+ 
TT 
" 
HE 
TE 




















Pattern 1 (octave): 


ime = oe SEP aset 
SEES ES = ; sists 
- I Ss cist 


“These pattems are important because their root notes (for major) are located on the “low E* and *A-string” 
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THE SEVEN “THREE-NOTE-PER-STRINQ’ 
MAJOR AND MINOR 
SCALE FINGERING PATTERNS 


These patterns are written where they occur on the fretboard for the keys-of C major and A minor. 
The circled notes represent the root notes for the,major, and the notes withiw-squares aré the root 


notes for the minor. When changing keys, use these root notes to locate the correct fretboard posi- 
tion(s), 


Pattem I: 





















































Pattern 3: 



















































































"These patterns are important because their root notes (for major) are located on the “low E° and “Acstring’. 
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THE SEVEN “THREE-NOTE-PER-STRING’ 
MAJOR AND MINOR SCALE 
FINGERING PATTERNS (CONTINUED) 


Patter 5*: 
































Pattern 6: 






































Pattern 7: 









































“These patterns are important because their root notes (for major) are located on the “low E” and “A-string’. 
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_ THE FIVE TRADITIONAL 
BLUES SCALE FINGERING PATTERNS 


> These patterns are written where they occur on the fretboard for the key of “A Minor Biues” These 
are exactly the same as the pentatonic pattems from the Previous page, with the exception of the 
“flat fives" being added, thus changing them to blues. The notes within squares are the root notes 


(these are minor scales only). When changing keys, use these“root notes todocate the correct fret~ 
board position(s). 


Pattern I: 









































Pattern 3: 























Pattern 4: 





























Pattern 5: 
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THE FIVE TRADITIONAL HARMONIC 
MINOR SCALE FINGERING PATTERNS 


These pattems are written where they occur on the fretboard for the key of A minor. The notes 
within squares represent the root notes for the harmonic minor scale. When changing keys. use 
these root notes to locate the correct fretboard position(s). . aoe 


ik Me 
Patter I % aes 2 




















Pattern 2: 


























Pattern 3: 






































Pattern 4: 



































Patten 5: 






































Pattern 1 (octave): 





















































TWO “THREE-NOTE-PER-STRING’ 
HARMONIC MINOR SCALE 
FINGERING PATTERNS 


These pattems are written where they occur on the fietboard for the key of A nilrior, or "E Phrygian « 
dominant” (the 5th mode of the harmonic minor scale, used for Spanish and exotic sounds). The 

notes within squares represent the root notes for the harmonic minor scale, and the notes within cir 
cles indicate the root notes for Phrygian dominant. When changing keys, use these root notes to 
locate the correct fretboard position(s). 


Pattern I: 














Pattern 2: 

















THE FIVE TRADITIONAL 
MELODIC MINOR SCALE 
FINGERING PATTERNS 


These pattems are written where they occur on the fretboard for the key of A Tainor. The notes 
within squares represent the root notes for the melodic‘minor:scale, "When changing Keys, use these 
root notes to locate the correct fretboard position(s). 


Patter i: 























Pattern 2: 























ft 
f | i 
Fe 


Patten 3: 
































Pattern 4: 









































Pattern 5: 
































Fattern 1 (octave): 


7 
















































































TWO “THREE-NOTE-PER-STRING’ 
MELODIC MINOR SCALE 
FINGERING PATTERNS 


These patterns are written where they occur on thé:fretboard for the key of ~A°Minor, or “D Lydian, 
$7” (the 4th mode of the melodic minor scale, used for Jazzy, non-functioning dominant sounds). The 
notes within squares represent the root notes for the melodic minor scale, and the notes within cir 

cles indicate the root notes for the Lydian b7. When changing keys, use these root notes to locate 

the correct fretboard position(s). 
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TWO DIMINISHED SCALE 
FINGERING PATTERNS 


All the diminished examples on this page have “A” as their root. Because of their symmetrical con 
struction, other notes could be the root as well. The notes within squares represent the root notes 
for the diminished scale. 


Pattem I (moving up the fingerboard): . 


























Pattern 2 (staying close to one position): 


















































TWO DIMINISHED 7 ARPEGGIO 
FINGERING PATTERNS 


Pattern I (moving up the fingerboard: 


=a7 
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THE JAPANESE PENTATONIC SCALE 


Although there are many other ways to play this scale, the patterns below illustrate three practical 
and useful "two-note-per-string” scale fingerings. The notes within squares represent the root notes for 
this scale, which should be used within the context of a minor scale. You may find other modes of 
this scale very interesting as welll 


Pattern i 












































Pattern 1 (octave): 
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THE WHOLE TONE SCALE 


Both of the whole tone scale patterns below have “A circled as their root note. However, because of 
their completely symmetrical construction (consisting entirely of whole steps), virtually any note may 
be used as the root. 


Pattern 1 (moving up the fingerboard: 

















Pattem 2 (staying close to one position): 






































THE GYPSY MINOR SCALE 


In addition to calling this sc: = the “Gypsy minor,” many people also refer to it as the "Hungarian 
minor” However, while I lived in Europe, I taught guitar to several Hungarians, and even shot a 
video in Budapest. Not one musician I spoke to over there had ever heard of the Hungarian minor 
scale. So, now | call it by its “other” name: “Gypsy minor.” 


The fourth mode of this scale, the “Phrygian major” is very cool if you.want toget some real exotic 
‘Transylvanian type sounds. It's called Phrygian major because it has-all of the saa notes as the 
normal Phrygian mode, with the inclusion of a raised Srd (like Phrygian dominant), and a raised 7th 


(major 7th). (Remember: This mode would be the Gypsy minor scale, starting from the 5th step) 


The notes within squares represent the root notes for the Gypsy minor scale, and the circled notes 
indicate the root notes for the Phrygian major. 


Pattern I (Play this “Gypsy minor” pattem over a minor “root chord’: 


















































“This pattern ascends up the neck and is a good form to use for Gypsy minor. By the way, this scale is actually a harmonic 
minor scale with a raised 4th, 


THE ENIGMATIC SCALE 


This scale, compared to a major scale starting on the same root, has a 2, 63, #4, $5 and $6. The 
notes within squares represent the root notes of the scale. 


Pattern | (moving up the fingerboard): 
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GUITAR TAB GLOSSARY ** 









TABLATURE EXPLANATION 


READING TABLATURE: Tablature illustrates the six strings of the guitar. Notes 
‘and chords are indicated by the placement of fret numbers on 8 given string(s) 















































HALF STEP: Play 
the note and 
bend string one 
halt step.* 






WHOLE STEP: 
Play the note and 
bend string one 
whole step. 


WHOLE STEP. 
‘AND A HALF: 
Piay the note and 
bend string 
whole step and 
a halt 





‘SLIGHT BEND 
(Microtone): Piay 
the note and 
bend string 
slightly to the 
‘equivalent ot halt 
atret. 








*Analt step is the smallest interval in 
Western music; it is equal to one fret. 
Avwnole stop equals two trets 











PREBEND 
(Ghost Bend): 
Bend to the 
specified note, 
elore the string 
is picked. 


PREBEND AND 
RELEASE: Bend 
the string, play it 
then release to 
the original note. 


REVERSE BEND: 
Play the already- 
‘bent string, then 


immediately drop 
itdown to the 
fretied note. 

















BENO AND 
RELEASE: 
Pray the note 
and gradually 
bend to the 
ext pitch, 
then release 
to the original 
note. Only the first note Is attacked. 








BENDS 
INVOLVING 
MORE 
THAN ONE 
‘STRING: 
Piay the 
note and 
bend string 
while playing an additonal note (or 
notes) on another string(s). Upon 
release, relieve pressure trom 
‘additional note( ing original 
ote to sound alone. 











BENDS 
INVOLVING 
STATIONARY 
NOTES: Play 
notes and 
bend lower 
pitch, then 
hold until 
release begins (indicated at the 
point where line becomes solid). 





TREMOLO BAR 
~~ — 
SPECIFIED 
INTERVAL: 
ee The pitch ota 
2 note or chord 
\s lowered to 








activity of the tremolo baris 
graphically represented by peaks 
and valleys. 
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NATURAL 
HARMONIC: 

‘A tinger of the tret 
‘hand lighty 
touches the note 
OF notes indicated 
‘nthe tab and is 
played by the pick 
hand. 





ARTIFICIAL 
HARMONIC: 

The first tab 

an umber is fretted, 
then the pick 
hand produces 
the harmonic by 
using & finger 10 
lightly touch the 
‘same string at the second tab 
umber (in parenthesis) and Is then 
picked by another finger 














(Sma) fa) tas 
ri  ARTIFICIAL 
| “pIncH” 

HAR. 
MONIC: 
POM a oy 
trotied as 
indicated by 
the tab, then 
tbe pick 
hand 
produces the harmonic by 
squeezing the pick firmly while using 
the tip of the index fnger in the pick 

‘tack I parenthesis are found 

‘round the reted note, dows not 

‘sound, No parenthesis means both 


the fretted note and AH. are heard 
simutaneousty. 


“By Kenn Chipkin and Aaron Stang 


RHYTHM SLASHES 


STRUM 
INDICA- 
TIONS: 
Strum with 
Indicated 
‘tytn, 
‘The chord voicings are found on 
the first page of the transcription 
underneath the song title. 


jens} 








® INDICATING 
SINGLE 
NOTES 
USING 
RHYTHM 
SLASHES: 
Very oon 
single note are incorporated into 
a rhythm part The note name is 
indiated above the rhythm slash 
witha tet number and’ string 
Indication, 


|. > ee 











ARTICULATIONS 


HAMMER ON: 
Play lower note, 
thon "hammer 
on" to higher 
note with another 
finger, Only the 
first note is 
attacked 








LEFT HAND 
HAMMER: 
Hammer on 
the first note. 
played on 
each string 
with the loft 
hand, 

















PULL OFF: 
Play higher note, 
then "pull of’ to 
tower note with 
another finger. 
Only the fist note 
is atacked, 











+ + 


 saeaeases| 


FRET- 
BOARD 
TAPPING 
Tan" 
‘onto the 
note 
indicated 
by + with 





ES 


Bi aera 
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8 finger of the pick hand, then pull 
Off to the following note held by the 
fret hand. 


TAP SLIDE: 
Same as 
fretboard 
tapping, but 
the tapped 
note is slid 
randomly 
up the 
fretboard, then pulled otf to the 
following note. 








BEND AND 
TAP 
TECHNIQUE: 
Play note and 
bend to 
specified 
Interval. While 
holding bend, 
tap onto note indicated, 








LEGATO 


& SLIDE: 
===] 5 











ote. (Only 
first note is 
attacked). 





LONG 
GLISSAN- 





note and 
slide in 
specified 
direction 
for the full 

















value of the note, 








SHORT 
GLISSAN- 

DO: Play 

ote for its 

full value 

land slide in «> 
Specified 
direction at 
the jast possibie moment. x 
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‘across the length of th 


MUTED 
STRINGS: 
A 
percussive 
sound is 
made by 
Jaying the 
fret hand 
‘across all six strings while pick 
hand strikes specified area (low, 
mid, high strings), 








PALM MUTE: 
The note or 
notes are muted 
by the palm of 
the pick hand 
by lightly 
touching the 
strings) near 
the bridge. 








‘TREMOLO 
=! PICKING: The 
note of notes, 

are picked 
fast as possible. 
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% 
and the grace note. 


‘ACCENT: 
Notes or 
chords are 
to be played 
with added 
‘emphasis 





Notes oF 
chords are 
tobe 
layed 
roughly: 
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half their actual value and with 
Separation. 


DOWN 
‘STROKES 
‘AND 
UPSTROKES: 
Notes oF 
chords aro to 
‘be played win 
either 8 
downstroke 
(Jor upstroke ( v_) of the pick 








pitch of a note 
is varied by ® 
rapid shaking 
ot the fret hard 
finger, wrist, 
and forearm. 
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